





The Italian Paintings 
before 1800 










1 


G MUSEUM ( 













The Italian Paintings 
before 1800 



CATALOGUE OF 



The Italian Paintings 
before 1800 











by PETER TOMORY 



The John & Mable Ringling 

Museum of Art 

1976 



Copyright © 1976 

The John and Mable Ringling 

Museum of Art Foundation 

LCC 76-730 
isbn 0-916758-01-x 

The title page vignette is 
from catalogue number iX 



Contents 

FOREWORD vii 

JOHN RINGLING THE COLLECTOR i\ 

INTRODUCTION i 

NOTES TO THE CATALOGUE 3 



THE CATALOGUE 




Tuscan and Umbrian 


9 


North Italian and Genoese 


45 


Venetian 


73 


Bolognesc 


1*3 


Roman 


12-9 


Neapolitan 


144 


Copies 


168 


APPENDICES 




Subjects 


i«7 


Previous Owners 


191 


Inventory Numbers 


194 


INDEX 




Artists 


197 


Copies 


19H 


Schools 


198 



Foreword 



l) rinc; a relatively brief perit>dofhtslifetn the im2C>. |ohn Ringing. urciiNenrre- 
preneur and multimillionaire patron of the arts, amassed a collection of European 
paintings, a significant number of which were Italian, reflecting his admiration for 
the country and its art. 

Ringling's gift to the people of Florida and the nation fulfilled his original inten- 
tion to have the public the ultimate beneficiary' of his vision. The collection was first 
catalogued in 1949, upon the State's acceptance of Ringling's bequest of 460 paint- 
ings. The collection has since been expanded to include some 945 works of Italian, 
French, Flemish, Dutch, Spanish and English origin. The major emphasis, however, 
remains the Italian works. 

Thirty years of accumulated scholarly research culminated in the comprehensive 
study of the Italian collection by Peter Tomory during his tenure as Curator of 
Collections at the Ringling Museum of An. The Catalogue of the Italian Paintings 
is the product ot this new research. Irs distribution will reaffirm the international 
significance of the Ringling Collection to museums and scholars throughout the 
world. This major catalogue is the first in a projected series on the Museum's col- 
lect ion, and is to he followed by a catalogue of the Dutch and Flemish collections. 

The catalogue was compiled and written hy Peter A. Tomory, Chairman of the 
Department of An 1 Itstory, La T robe University, Australia. For his diligent scholar- 
ship the Museum is most appreciative. 

The Ringling Museum of Art gratefully acknowledges the support of the Ford 
Foundation and the National Endowment for the Arts. Their timely assistance 
made the publication of this catalogue possible. 

Richard S. Carroll 
Direr tor 
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John Ringling the Collector 

This shor i ACCOUNT (restricted to the acquisition of paintings) at John R ink- 
ling's activities as a collector is intended to dispel some of the legends thar have 
circulated in the years since his death in 1916. He was well advised like am other 
collector of his time, but he also exercised his own taste and judgement, an » ibscrv a- 
tion so self-evident that it is difficult to believe how he could have been so mis- 
judged b\ some. He was of German extraction and he was a circus master. There 
are few spectacles more Baroque than the circus, so that the predominance of 
seventeenth -century works is due directly to his own taste. Interest in the Baroque 
was at its nadir in the tyzos and 1930s for apart from Rubens, Rembrandt and 
Velazquez, artists like Pietro da Cortona, Guercino and Giordano were virtually 
unknown except to a handful of scholars. 

John Ringling first met Julius Bohler, the Munich art dealer, in New York while 
\ isiting a mutual friend, Arthur Keller, owner of the R it/Hotel, in lyzz-Z}. Bohler 
was first in Sarasota in 19Z4 and again in 19Z5 visiting Ringling largely to discuss the 
decoration of the hotel that Ringling planned to build. It was agreed that both of 
them should go to Italy in the fall of 19Z5 to lookfordecorative sculpture— columns, 
urns, vtc. for the new hotel. During the last few days they spent in Naples Ringling 
broached the idea of building a museum and a collection, perhaps stimulated by 
Border's mention of two fine paintings then available for purchase. Immediately 
Bohler had endorsed the idea of a fine art collection, Ringling asked him m purchase 
the two paintings (Veronese, Rest on the Flight [sN Hz], and Luini, HVM and Child 
whh SS, Sebastian and Roche [sn 37]). In the winter of 1915-26 Bohler brought 
both works to America. 

That same winter in New York Ringling besides buying panelling for his house 
acquired some paintings, among them thed'Oggiono (sn 38) and the I-'asolo (sn S3) 
then attributed to Veronese, from the English dealer A. L. Nicholson who had a 
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gallery in New York. Nicholson was probably a major source for John Ringling 
although complete documentary evidence is lacking. 

Following his annual practice of visiting Europe to select new acts fur the circus 
Ringling was there in the spring of 192.6. After visiting Hamburg he went with 
Bohler to Berlin where he bought German works including the Cranach (sn 108). 
Both then crossed to London where Bohler heard that the Cartoons by Ruben-. 
(SN 211-214) had been unsold at the Duke of Westminster sale in 192.4 and were 
still at Grosvenor House. Ringling was insistent on buying them, making the astute 
observation that they would make a unique addition to any American museum 
since they represented a scale not to be seen anywhere else at the time in the United 
States. 

In the fall oi l$a.6 Bohler and Ringing were in Italy and in Genoa, where they 
bought another Rubens (SN 2.2.4) and the Albcrtinelli rondo (sn 26) from a collection 
at Lucca. 

Returning through London Ringling then probably purchased the Granacci (sn 
2.4) and the Sebastiano del Piombo (sn 65), the first from Langton Douglas, the 
authority on Leonardo and Renaissance art, and the second from Colnaghi, the 
dealers. 

Bohler had been busy discovering the location of paintings which had been sold 
at the Westminster sale in 192.4 so that in the spring of 192,6 Ringling was able to 
acquire from the dealers Leyton and Newton the Rosa Alienor)' (sn i 52) , the Rubens 
!\ui<us and Glycera (sn Z19), the Mengs Dream of Joseph (sn 328), the Sassoferrato 
BVM and Child (sn 127) and four others. Thus twelve works including the four 
Rubens Cartoons were purchased from this collection. The policy of buying ex- 
tensively from important English owners was established with this group from the 
Duke of Westminster. There was also the added advantage of having established 
pedigrees for the paintings. Only three paintings of this group have since been at- 
tributed to followers or copyists. 

From the Bromley-Davenport sale in July of 1926 Ringling was able to purchase 
another Sassoferrato (sn 128), an indication that he was anxious to acquire more 
than one example by an artist, and from the Duke of Rutland sale that same spring 
he had bought the Giordano Flight into Egypt (sn 157}. He was later to add another 
six paintings attributed to Giordano, of which two are now considered to be by 
followers. 

In the following year, 1927, Ringling went to the Holford sale at Christie's in 
July. This was one of the most important of nineteenrh-century collections built up 



from the early iKoos by Sir Robert Holford and well documented. From this one 
collection Ringling purchased twenty -eight pictures -of these tour are now in seri- 
ous condition and six are ascribed to the respective workshop or are later copies. 
It should be realized that not even experts then had the scientific knowledge avail- 
able now of paint surfaces. Besides, paintings were so often obscured by darkened 
varnish that the detection of extensive retouching was very difficult. However, from 
the Holford C Collection there are these examples : the Gaudenzio Ferrari (sn 41 ), the 
Agostino Carracci (sn 1 1 1) and the Veronese portrait Francesco Iranccschini (sn 
Si). The Veronese, the earliest dated portrait of the artist, is one example of Ring- 
ling's interest in gcx>d paintings rather than big names for the Veronese was bought 
as a Romanino. Other paintings from the Holford Collection include the Rosa 
Landscape (SN 153). the Pordenone sn 66 . the Dolci St. lohn <»i l\it»i<>> sm?-. 
the Mazzolino (sn 46), the Albani St. John (sn 114), the two by Fiasella (sn ra,SN 
113) and the Puligo (sn 28). 

Ringling completed his London season with two major acquisitions. From a 
Christie's sale one week before that of Holford he bought the Rubens I. til and His 
Daughters (sn 218) and from a London dealer the Frans Hals (sn 151). 

During the winter of 1927 Ringling had been in New York and bought from 
Duveen four English portraits— the Ramsay (sn 387), the Lawrence (sn 397), the 
Reynolds (sn $89) and the Gainsborough {SN 190)— and from other New York 
sales that year he acquired theRomney (sn 391) and the Mainardi sn 20), and from 
the New York and Paris dealer Klein berger the Francesco Bassano .Ajjohv in the 
Harden (sn 89). 

In 1918 Ringling was again in London and in the spring he purchased the Isen- 
brandt (sn 199) from the London dealer Tomas Harris, and, very possibly from the 
same source since Harris specialized in Spanish paintings, the Ribera (sn 334). 

In May he attended the sale of the second half of the Holford Collection, when he 
purchased five pictures in all including the Bume- Jones (sn 412) and the Velazquez 
(sn 336). That same summer he had acquired from Julius Bohlcr the two Guardi 
panels (sn 1X9, sn 190) .uk! from .1 sale at Sotheby's the Angelica K.uiJImann (sn 
$29). It is worth noting that the Kauffmann is from her best period and was obvi- 
ously purchased to complement the Mengs (SN 328) bought from the Westminster 
Collection. 

From Agnew, the London dealer, late in 192X he bought the Raeburn (sn 396), 
adding this to the Fnglish group purchased from Duveen in 192.-. This enthusiasm 
for English portraits was a contemporary one and the Huntington C Collection at San 
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Marino, California, is the crowning example of Duveen's active persuasion in that 
Held. 

It was in 1928-19 that Ringling made his largest purchase, the collection of Mrs. 
Oliver Belmont of Newport, previously owned by EinileGavct who had crossed the 
Atlantic to install the works in Newport. The collection consisted of the decorative 
arts, sculpture and paintings — amongst which were the Master of the Lathrop 
Tondo (sn 1 9) and the Piero di Cosimo (sn 22) . The acquisition of this large collec- 
tion was arranged through the agency of Duveen who, having seen Ringling show 
his mettle as a collector, was no doubt anxious to add him to his clutch of millionaire 
collectors. But there is no evidence that Ringling forsook his old adviser Bohler, for 
he was back with him in London for the spring and summer sales of 1929. 

At a Christie's sale in June Ringling bought the Rembrandt Pietn (sn 152)- It is 
known that other artists worked on this painting besides the master himself; never- 
theless, it illustrates Ringhng's advenrurousness for he could have easily acquired a 
less controversial Rembrandt. In the same year, 1929, Bohler sold him another 
Rembrandt (sn 25^}. There was still another Rembrandt purchased and a fine F.l 
Greco but both were sold, presumably after the Wall Street crash, to acquire ready 
cash. 

In July 1929 the last of Ringhng's big purchases from a major English collection 
occurred when he bought twenty-three paintings (including the Seven Acts of 
Mercy by Bourdon [sn $66-372 1) from the Earl of Yarborough sale which consisted 
of 1 56 lots. Only five paintings of the twenty-three are now considered to be work- 
shop or copies. The most successful purchase was surely theGuercino Annunciation 
(sn 122) for the auctioneers did not even catalogue this as an authentic work and 
Ringling was able to purchase it for eighteen guineas or in those days about fifty-six 
dollars. Among the other works that he bought were the Rosa Landscape with a 
Lake (sn 1 54) and the Poussin / /o/v Family (sn 361) . Interesting too is that he bought 
a Rembrandt portrait of a woman wearing a ruff with her hands folded but then 
sold it. 

During the following year, 1930, Ringling followed his usual pattern of buying at 
the New York sales in the winter and in London in the summer. From a London sale 
he bought the Pietro da Cortona liagar and the Angel {sn 132) which had been in 
the original Westminster sale in 1 924, so six years later he was able to add one more 
work to those already acquired from that collection. 

At Lin other London sale he bought the Canalettos (sn 186, sn 187). Ringhng's 
buying activities slackened off after 1930, but that year in New York he acquired the 
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large collection of Cypriote art so that 1930 can be regarded as the last of the 
bumper years. 

By 1931 the Wall Street crash and the Depression had seriously reduced the avail- 
ability of ready money. Ringling did, however, go to London and attended at least 
one sale where he bought the Lazzarini (sn 175). It is possible, since this was a 
Venetian work and the C.analettos had been purchased the year before, that he 
bought other Venetian works like the two Marco Riccis (sn i -9, sn 1H0) and the two 
Paninis (sn 171, sn 172) for which there are no acquisition dates at all. 

Thus ended Ringling' s collecting activity, but it was his intention, if conditions 
had not prevented it, to start refining the collection, to sell the interior paintings and 
replace them with better examples. Nevertheless, John Ringling put together in a 
few years an astonishingly representative collection. 



MOT1 : The sources for this account are l: ) a manuscript written by Julius Bohlcr post 194* in the 
Museum fiks and (1) an analysis of John Ringing's purchases through sale catalogues. 
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Introduction 



1 his catai ot;ut replaces the Italian section in W. E. Suida's Catalogue of Paint- 
ings (1949) and includes all Italian acquisitions to October rirv 

Most museum catalogues are corporate productions in the sense that information 
is riled continuous!) by .1 succession n( curators. I ln> is so in this case and since the 
appointment of A. Everett Austin as the Museum's first Director, the following have 
contributed: Kenneth Donahue, Creighton Gilbert, Robert Parks, Curtis Colcy, 
k.irl Nickel. Kent Soborik mk\ myself. Special mention should he made of Creighton 
I iiIIxti who initiated a manuscript catalogues hich has been of particular assistance. 
However, I must bear the ultimate responsibility of assembling correctly all the data 
and making decisions on attribution. 

While ever) effort has been made to recover information on the provenances of 
these paintings, the ten-year interval between John Ringltng's death in 1936 and the 
appointment of A. Everett Austin as Director in 1946 has proved an almost insur- 
mountable hurdle. Not only were most of John Ringling's records lost but the 
memories of his surviving advisers and contacts had dimmed by the time serious 
work had commenced on cataloguing the Collection. 

The ten-year gap also saw the deterioration in condition of many paintings in 
the Museum, Uneared for in the merciless Florida climate during that time, it is 
little wonder chat the conservation program begun by Kvercri Austin in 1946 is still 
in progress. It says much for the conservators and particularly for the late Orly 
Koran)' that the greater proportion of the collection was salvaged and restored To 
reasonable condition. 

This catalogue was commenced in July 1970, when, in consultation with the 
Director, Curtis Coley, it was decided to issue sectional catalogues rather than at- 
tempt a single catalogue of the complete collection. 

The scholars, many of whom have visited the Museum, who have contributed 
facts and opinions have, I hope, been acknowledged in the catalogue text. To those 



inadvertently omitted, 1 offer my sincere apologies. There are a few to whom 1 owe 
special thanks for useful discussions either in person or by mail. They are Marco 
Chiarini, Mina Gregori, Howard Hibbard, Ellis Waterhouse and Federico Zeri. 

Although much of the research for the catalogue was carried out in the Museum 
and in Melbourne, I was able to work extensively elsewhere. I would like to thank, 
for permission to use their resources, the authorities of the following institutions : 
The Friek Art Reference Library, New York ; The Witr Library, Courtauld Institute, 
London ;The Library, Victoria and Albert Museum, London; The Kunsthistorisches 
Instil lit. Florence; The Hertziana Library, Rome. 

Of my colleagues during my curatorship I would like to thank the then-di rector 
Curtis Coley for his continued interest and support; Kent Sobotik, then Assistant 
Curator, for many useful items of information; the late Orly Korany, the Con- 
servator, for informative discussions on the condition of the paintings. To the pres- 
ent Librarian, Miss Valentine Schmidt, I owe an incalculable debt for her efficient 
librarianship and her enthusiasm and cooperation. Last but not least to the present 
Registrar, Mrs, Elizabeth Telford, 1 owe more gratitude than I can express, for her 
extraordinary assistance (.luring my curatorship and during the last three years for 
her highly efficient and patient channelling of requests and information not only 
from myself bur other art historians. Without her help this catalogue could not have 
been completed. 

To the present Director, Mr. Richard Carroll, 1 am most grateful for his enthusi- 
asm and pertinacity in obtaining the necessary funding for the production of the 
catalogue. 

Finally I sincerely thank Ms. Jan Schrader here in Melbourne for her typing, 
retyping and typing again, in her impeccable fashion, the numerous revisions of the 
catalogue text. 

Peter Tom or y 

Melbourne, November iy-\ 
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All paintings in this catalogue are by Italian artists with the exception of two 
Northern copyists, one Portuguese, one Dane and two Frenchmen. It is a curious 
convention that nominates Francois Nome (Desiderio) as Italian but Gaspard 
Dughet as French, Dughet was bom in Rome and lived there all his life. Nome 
arrived in Italy at the age of nine or eleven. Dughet has therefore been included. 

The catalogue is arranged as follows: Entries are in alphabetical order of artists 
within their regional areas, i.e., Florence, North Italy, Venice, Bologna, Rome, 
Naples. All known or presumed copies are listed last. The reason for this order is to 
enable the visitor to the Museum to follow the general chronology and order of 
paintings exhibited. Appendices listing subjects, previous owners and inventory 
numbers and an index at the end of the catalogue will aid the reader and visitor alike. 

Most of the catalogue entries are illustrated. Black-and-white illustrations will be 
lound close to their descriptions; color illustrations, designated In a dagger follow- 
ing the stare number, are distributed throughout the volume. 

artist/ biography: The familiar name is given first; other names in parentheses. 
Biographies are brief but up-to-date. A starred name indicates a catalogue entry 
under this name, 

MEASUREMENTS: These are given first in centimeters (height before width) and in 
inches (in parentheses). The support is indicated but no medium is given (the media 
employed are tempera, tempera and oil, or oil). 

i ondition : Reports are limited to indications of losses of original paint. Conserva- 
tion refers to a varied range of treatment from surface cleaning to full restoration. 
Fxtensive conservation reports on a great many of the paintings are held in the 
Museum. 



state number : SN conveniently refers to the inventory number and to the number 

id the Suida C.jttilugiu' t>f l\u>iltii^< ,1949 . SX 1 - ;<> ; exeepi 115 were catalogued 
by Suida ; SN 52.0—595 were acquired by John Ringing but not catalogued by Suida. 
SN 62.7-905 were acquired from 1946 to 1971. 

provenance: The Ringling acquisition date where not stated is either unknown 
or was the year of the last sale year given. 'With' before a name indicates a com- 
mercial gallery. 

EXHIBITIONS: Only those exhibitions which provide evidence of ownership (nine- 
teenth-century exhibitions) or have contributed additional knowledge have been 
included. 

commentary: Unfamiliar subjects and their texts are described first. Critical 
analysis follows. 

sources: The following convention for sources has been adopted: Surnames of 
scholars in the commentary refer to articles and books given under 'Sources. 1 A 
surname followed by '(file)' refers to letters or manuscript notes in the respective 
curatorial file held by the Museum. A surname not found in 'Sources' or followed by 
'(file)* refers to a verbal opinion or an opinion contained in a letter not directly 
related to the painting in question. 

appendices and index: These are self-explanatory. An V following the SN 
number in the Index indicates that rhe painting was reproduced in the Suida ( '.atj- 
logue of Paintings (1949). 



SHORT TITI f s 
AAA American An Association, New York 
Baldinucd, Norttw Native de* prof essori del disegna . , . 
Bl British Institution 
BFAC Burlington Fine Am Club 

OiwMi Frederickscn, B.. & Zeri. F.. ( 'emus of Prr-Nmeteentb Century lulun 
Paintings m North American Public C o B tet km s \in 

l roM't and ( avalcaselle Respectively, History of Pamtmg, in tuly, ed. Borcnius (19141. h vols.; 
History of Painting in North Italy, ed. Borenms (191a , i \ols. 

Manchester AT Manchester Art Treasures 

Mirteilunjun MHteilm n ge * da Ku mthiUon sebes instttuts in ftorenz 

R \ Royal Academy 

Sutda 11949' Sutda. \Y- F... A Catalogue of the Paintings. Ringling Museum of Art 
(194" 

V.is.in It Vitedei. ./«:/•■;, t,sadtOfi <\i 0) /'.-.', ,'.',• 

Wn.igen Art Treasures in ('treat Britain 1*14 




7 Attributed to jacopo del conte Madonna and Child with the Magdalen (sn 685) 



%- 



TUSCAN AND UMBRIAN 
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Mario Albertinelli, 1474-1515 

Trained with Cosimo Rosclli and Picro di Cosimo. 
Before 1 soo he was collaborating with J-'ra Bartolom- 
meo and by i 50S was in partnership with latter in the 
S. Marco workshop. In 1511 he abandoned painting. 

I THE HOLY FAMILY WITH THE 

INFANT ST. JOHN THE BAPTIST sn 26 

Panel <tondo, slightly irregular), 115" ■ 114.6 (45* lt 45' s i. 
ism rim i>:Tothc right of the hnchoRATt v picto re above 
j cross in a circle. 

CONDITION: There are major losses in the area of St. John's 
and St. Joseph's legs and in the Madonna's drapery; major 
pentimenri in her hands. There is still a great deal of overpaint 
in the landscape concealing further losses. Conservation was 
abandoned in 195 1 . 

variant copies: A rectangular variant panel, 95 • 11 \, dif- 
1 t_-riiiji 111 very minor details, Jean Zanchi Collect ion, Lausanne; 
.! workshop copy, M.uiruzhuis, The Hague ; another copy re- 
versed, private collection, Wupperlal-Barmen. 
PROVENANCE: Giovanni Bemardini, Lucca, before 1516; by 
inheritance Conte Bemardini, Villa Saltocehio, near Lucca; 
with Julius Bohler, 1916; acquired John Rmgting. 

SN 26 was attributed to Fra Bartotommeo by Suida 
| 1949) but there seems little doubt that it is largely by 
the hand of Albertinelli, whose tones generally are 
much darker than his collaborator's. The Lausanne 
variant, of excellent quality judging from the color 
photograph, would seem to be the prototype for SN 
26. Knapp (1907) pointed out that the presence of the 
inscription and the cross in a circle indicated a part- 
nership work and that SN 116 was the earliest evidence 
of the two artists collaborating. The cross and circle 
was often varied with a cross in overlapping circles. 

A date of c. 15ay-10isprobablewh.cn SN26 is com- 
pared with Albenmelii's Si. Catherine Adoring the 



Eternal Father, Pinacoteca, Lucca, of 1 ^09 (the land- 
scape details and the Anmmeiation, Accadcnua, 
Florence, of 1510 (the Madonna type). Suida (1949I 
cited a manuscript dated 1516 in the Archivio di S. 

Marco, Florence, recording a payment of twenty gold 
ducats by Giovanni Bcrnardini for SN 26. 

sources: Knapp, F., Fra Bartuhmmeo delLi Poru und die 
Scbule eon San Marco {190}), pp. 2.16-118, 172; Knapp, F.. 
"Albertinelli," Thieme-Becker (190-), 1. zt \ ; Bcrenson, Future 
itdtitine (I9j6). p. 3 las Albertinelli and Fra Banolomtneo) ; 
Census (as Fra Bartotommeo). 



Biagio d' Antonio (Utili) 

Very- little is known of him except that he was working 
in Faenza from 1476 to 14S5 and again in 1 504. He has 
often been confused with Giovanni Battista of Faenza 
(1495?-! 5 16) who was also known as Utili. 

I MADONNA ADORING THE CHILD 

SN 1 S 

Panel. -11 >o.S (28 • 20). 

condition : There are major losses along the loot, in thctuad 

ot the Child, in the head and drapery of the Madonna and 

elsewhere. Seriously overcleaned in the past. Conservation 

postponed indefinitely 1966. 

PROVENANCE: F.mile Caver, Paris; William K. Vanderbilt; 

Mrs. Oliver Belmont. Newport. R.L; acquired John Ringling 

through Duveen. 1918-29. 

Suida (1949) described the artist of SN 1 1 as close to 
Biagio d'Anronio and opinion since has been in gen- 
eral agreement, except that G. de Francovich ('S. 
Miniato,' liolletina d'Arte, (1 | 1 926-2.7), 529-547) pro- 
posed including SN 15 in the Master of S. Miniato's 
oeuvre. This seems hardh tenable. More recent! \ 




Passavant has examined the circle of artists around 
Verrocchio and tentatively supported the attribution 
to Biagio. 

sources: Molinier, E. , Collection Entile Gavet (iS%).p. iX- 
f;is Pierti Jell.i Kr.iin.c.L.r ; t'.ivi.ivam. CI.. Andrew del Verm, - 
ebio ills Mjler (15*59). pp. 91-9), pi. 82; CUtisus (as Biagio 
J'Aiiiomo). 



Bicci di Lorenzo, 1 373-1452 

Trained with his father, Lorenzo di Bicci. His early 
work was influenced by Agnolo Gaddi, and his later 
work by Gentile da Fabriano, After 1444 he collab- 
orated with Domenico Veneziano. 

3 SAINT FRANCIS RECEIVING THE 
STIGMATA SN6b a, 



Panel (console form), J5J ■ 14.6 (base). K-.6 (top) (21 " „ 
j 1 /,, 34 , ' J ), inclusive of molding. 

condition: Some minor scattered losses; otherwise in rea- 
sonable state. Conservation c. 1950. 

PROVENANCE: With Duveen in 192? ; acquired John Rinplmg 
from Duveen, mi~. 

The subject, its iconography set by Giotto, represents 
the miracle which took place at La Vcma 111 theCasen- 
tina near Bibbiena, in 1224, two years before the 
Saint's death. 

Suida, following Bercnson, accepted the console as 
pendant to the panel now ascribed to the Studio of 
Giovanni del Biondo (SN 6a, cat. no. 4). This cannot 
be justified since the styles differ considerably and the 
subject of the console is irrelevant to that of the panel. 
By ty*7 it was assumed that the console was by a 
later hand in the early part of the fifteenth ccntun, 
Fredericksen and Zeri have proposed the present at- 
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rribution. Bicei followed very closely in the footsteps 
of his father but was obviously influenced by Early 
Renaissance developments. Compared to a .S'r. Francis 
at Cleveland by Lorenzo, the console here displays 
stylistic affinity but with the added sophistications of 
early cinquecento modelling and perspective. 

The panel to which the console once belonged has 
not been traced, but it is presumed that it would 
represent the Madonna and Child attended by St. 
Francis and another Saint. 

sources: tkrenson, Italian Pictures (1931), p. iH; Census 

(as Bitci di Lorenzo}. 



Studio of Giovanni del Biondo, 
active 1356-1399 

Influenced early by Bernardo Daddi and later by 
Nardo di done with whom he worked in the Strozzi 
Chapel, S, Maria Novella, Florence. 

4 THE MADONNA AND CHILD WITH 
SS. PETER, PAUL, JOHN THE 
BAPTIST AND JOHN AND TWO 
ANCELS SN 6a Tv 

Panel, 109.2. x 74 (55 V, % 29 'A,). 

condition : Principal losses are on the Madonna's face and 

halo and on die right cheek of the Child. Other losses due to 

cleavage of the panel. Conservation c, tgfJO. 

I'KOV en ANC1-; I With Duveen in 1 913 ; acquired John Ringling 

from D uveen 192.7. 

Suida (1949) following Berenson gave the panel to 
Giovanni. Offner first ascribed the panel to the Work- 
shop of Giovanni in 1956. He described it as the centre 
panel of a polyptych and dated it to the second half of 
the 1 380s, on the similarity of the composition to the 
centre panel of the Romena triptych which is dated 
1386. There are inadequacies in the modelling which 
cannot permit an attribution to Giovanni himself. 

sources: Berenson, Italian Pictures (1932), p. 242. (as Guv 
vaunt del Biondo, wrongly titled as 'six saints') ; Offner, R., 'A 
Ray of Light on Giovanni del Biondo and Nicolo di Tom- 
maso," Mitteilungen, 7 (1956), 189; Offner, R., Corpus of 
Florentine Painting {1968). 4, 4, 197-198, pi- 5^1 Census {as 
Giovanni del liiondo). 



Andrea del Brescianino (Piccinelli), 
active 1507 - after 152.5 

He probably trained with Pacchia. He was mainly in- 
fluenced by his fellow Sienesc Beccafumi and Andrea 
del Sarto. He worked in both Siena and Florence. 

5 PORTRAIT OF A YOUNG WOMAN 
HOLDING A BOOK sn 2.5 U/ 




Panel. 77.5 X fa.3 fed % « 14%). v||I# f 

ir> si sum 11: On verso, the follow iug hi him in S £/fi S, 
condition : Minor losses including one across the bridge of 
the nose. Conservation 1 959. 

provenance: Anon, sale, Christie, May 2.4, 1928 (no. 28 s as 
Pontormo) ; acquired John Ringling. 

The attribution, made by Suida (1949). is convincing. 
The chiselled modelling of the face in SN 2.5 is close to 
Andrea's Venus and Two Amorini (Borghese) and the 
same stiff drapery folds are to be found in the Saint 
Catherine also in the Galleria Borghese. 

Since SN 25 was originally attributed to Pontormo 
it is interesting to note that the sitter's dress is almost 
identical to that worn by the so-called Wife of Andrea 
del Sarto (with Knoedler, London, 1960) generally 
attributed to Pontormo hut, in the opinion of Bode, 
by Ridolfo di Ghirlandaio. 
sources: Census (as Brescianino). 



6 THE JUDGEMENT OF PARIS SN 33 , x 

Panel, 14.1 - 17.8 l$% <?). 

CONDITION: Some rubbing throughout and particularly on 

the trees. Conservation c, 1 951. 

provenance: With L. N. Grace, London; with Durlacher, 

New York, 192.9; acquired John Ringling (as Beccafumi). 

Suida (1949) retained the attribution to Beccafumi. Re- 
cently Zeri (file) has proposed the more convincing 
name ot Andrea, who was much influenced by Bec- 
cafumi. The landscape in SN 33 can be compared to 
that in Andrea's Madonna and Child (Musee, Mont- 
pell ier), while the style of the figures and particularly 
the use of the full profile for Paris can be compared to 
the predella The Crucifixion (Galleria, Siena, 405). 

SOURCES: Berenson, Italian Pictures (1932), p. 66 (as Becca- 
furni) ; Census (as Brescianino). 
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Attributed to Jacopino del Conte, 
i 510-1598 

Trained with Andrea del Sarto and influenced by 
Pontormo in Florence. Settled in Rome 1 536—57 for 
the remainder of hia career, although he is recorded as 
iving in Florence in 1 54T- 

" MADONNA AND CHILD WITH THE 
MAGDALEN sn 6X5! 

I'.iiil-I, HX.( rty.yi;.) 1 , 17'/.). 

CONDITION: Apart from minor losses resulting from the 
cleavage of the joints, in good state. Conservation c. 195 j. 
|'ko\ tNiMi. With Durbchcr. New York; acquired Ring- 
ling Museum, 195s. 

1 VHIB11111M: Hcrron An Museum. Indianapolis. Pontormn 
to Greco : The Age of Mannerism ( i 954) (no. 1 j as Rosso) ; 

Baltimore Museum of Art, Bacehiacia tind I In 1-neitiii 1 lyfi 1 ' 
i nil. 85 as School of Rosso). 

SN 685 remained attributed to an anonymous Floren- 
tine unril 1972 when Shearman proposed Carlo Por- 



tclli, bur SN 685 seemed of much better quality than 
was evident in Portelli's work. Pace (file* recently 
agreed with this opinion and also pointed out that the 
predominant Pontormesquc elements in SN 685 were 
not in fact a characteristic of Portclli who quite early 
in his career adopted a much more eclectic style. Pace's 
proposal that SN 685 is an early work by Jacopino del 
Come is most convincing, for he notes among other 
early works the close stylistic links with Jacopino's 
Madonna and Child with St. John, State Museum, 
Berlin-Dahlem (Pace, V., 'Osscrvaziimi sull'attivita 
giovanile di Jacopino del Come,' Boiletino d'Arte, \- 
! [972.1, 220-222). For the date Pace proposes c. is $0 
to account tor the dependence on Pontormo 1526-18 
and before Jacopino adopted the Michelangelcsquc 
type Madonna in Madonna and Child trtth St. John, 
Uffizi, Florence, c. 1532. SN 685 therefore joins the 
group of paintings now attributed to Jacopino in his 
Florentine period before he settled in Romec. 1516. 

sources: Census (as Pontormo follower). 
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Piero di Cosimo, c. 146Z-1521 

Trained and worked with Cosimo Rosselli in Florence 
and in 1481-S2 in Rome on the frescoes in the Simiiu- 
Chapel. His style is eclectic, demonstrating rhe influ- 
ence of Verrochio, Signorclli, Filippino Lippi, Leo- 
nardo and Hugo van der Goes. Apart from the brief 
period in Rome he worked in Florence. 

8 THE BUILDING OF A PALACE sn nt 

Panel, 81.6 - 196.9 £$£%> 77V a ), inclusive of a strip \.t in 
height along the top. Original size 77,5 • 196.9, 
i oMiitiON: Good except tor some small scattered losses in 
the nip half of the panel. Conservation 1964. 
provenance: Mussin Pou_schkinc. 1S36; Mcazza, Milan 
(sale, Samhon, April 15ft., 1K84 |no. 61 as Signorclli]); Tmile 
fJavet. Pans; William K. Vanderhilt ; by inheritance Mrs. Oli- 
ver Belmont, Newport, R.I. ; acquired John Ringlinj; through 
Duveen 1928-29. 

There has been considerable speculation on the sub- 
ject. Both Zcri and Fahy proposed that SN 22 con- 
cluded the cycle An Early History of Man in which 
Panofsky (Studies in tcanohgy [Oxford, 1939; New 
York, [962 1, pp. 33-67) linked together two panels 
(Ashmolean Museum, (Oxford) and another two 
(Metropolitan Museum, New York). However, Pa- 
nofsky (file) had no opinion to offer. There are three 
principal objections to this proposal: (1) whereas the 
four other panels range in height between 70.5 and 
71, SN 22. is or was 77.5; (2] whereas the other panels 
were intended to be viewed below the horizontal, 
SN 22*5 vanishing point is at horizontal eye level ; (3) 
the style of SN 22 is quite different. Both Zen and 
Fahy have dated the cycle Aw Early History of Man 
c. 1 507, but Bacci has shown that Piero's late style is 
deliberately archaizing and has dated SN 22 accord- 
ingly c. 1 520. Langton Douglas also dated SN 22 late. 
Apart from these objections the scale of the figures 
and the architecture of SN 22 is totally at variance 
with the other panels. Also to be discounted is Suitla's 
(1949) suggestion that the subject is either biblical or 
mythological, for there is no central figurative key to 
he identified with any sacred or pagan text. 

Recently Webster Smith (manuscript file) has intro- 
duced a fruitful avenue of approach, demonstrating 
convincingly that the architectural style of the palace 
is clearly that of Giuliano da San Gallo. In fact Acker- 
man (file) had pointed out that Giuliano's double unit 



villa at Poggio a Caiano (c. 1480) was the obvious 
prototype, but since statues on the parapet were not 
introduced untile. 151 5 at Verona, the palace in SN 22 
could be no earlier than c. 1 520. This latter fact does 
not assist Webster Smith's proposal that SN 22 was 
the source for the plan (never executed) to transform 
the old palace at Castello into a double unit for Lo- 
renzo di Pierfrancesco and Giovanni de" Medici in 
1515. Webster Smith would date SN 22 c. 1497. 

Webster Smith also drew attention to rhe architec- 
tural perspective panels (Urbino and Baltimore) which 
are now attributed to Cosimo Rosselli, Piero's master, 
and nil ,inalog\ 11 seems deal thai ^N 12. represents an 
ideal structure, not a real one. Furthermore, Piero was 
much engaged in designing triumphal arches for Flor- 
entine festivals. There is evidence that these would 
often incorporate statues, for on a panel The Story of 
Patient Griselda, Part 1 (National Gallery, London, 
912), now attributed to the Master of the Griselda 
Story and dated c. 1500, there is a triumphal arch with 
sculptures. 

It seems reasonable to propose that SN 22 is not 
only an allegory — the Triumph of Architecture— but 
an in memoriam valediction of the San Gallo l.mnK 
and its lifelong association with the House of Medici. 
Piero was a close friend of Giuliano, his brother An- 
tonio and the latter'' s son Francesco. In c. 1505 Piero 
had painted the portraits of Giuliano (The Hague) and 
rhe architect's father. Francesco Giamberti (Rijksmu- 
seum, Amsterdam), and both pictures were in the 
possession of Francesco di San Gallo when Vasari 
visited him. Giuliano died in 15 17, so that an in me- 
moriam work would postdate that year and thus fit 
the late date ascribed to SN 22 by Bacci and Langton 
Douglas. 

There is a deal of internal evidence in the panel 
There is a mother with her children (extreme left), 
boys, youths, mature men and an elderly man (ex- 
treme right). There is every sort of architectural prep- 
aration going on — acycleofVitruvian activity. Promi- 
nently in the foreground there are sculptors and wood- 
workers (Giuliano and Antonio described themselves 
in a fiscal return of 14893s legnaiuoli [woodworkers] ; 
both had been sculptors and Francesco was a sculptor 
in marble). On the right the horse recalls Leonardo's 
great bronze horse project which he had discussed 
with Giuliano in Milan. The hoist against the building 
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recalls that both brothers were engineers and had de- 
vised the machinery for lifting and placing Michet- 
.mgelo's David. The two men on horseback (centre) 
.ire Giuliano and Antonio (both travelled extensively 
itir the Medici), The building, echoing Lorenzo de' 
Medici's favourite villa, Poggio a Caiano, is being 
dressed with palm branches for its official opening; 
the ducal entourage is arriving at the right. All to- 
gether the long association (Francesco Giambcm had 
Aorked for Cosimo I) between San Gallo and the 
Medici families is set out, but the long shadows sug- 
»m the valedictory nature of the allegory. 

The attribution of SN ii to Piero has not been 
questioned since Berenson (1916) proposed Bugiar- 
dini. Only the date as mentioned above has been dis- 
puted. However, when SN 2.2. is compared to Piero's 
works of cither the mid 1490s or c. 1 $05-10, the sty- 
listic discrepancies arc obvious. The full monumental- 
izing forms of those years, consistent with the High 
Renaissance, are replaced in SN ;z by slightly gauche 
primitive renderings and the whole composition is 
redolent of recollection rather than of immediacy. 
Various details, like Leonardo's Sforza horse project 
1 494 hero had worked with Leonardo on the 
\nghiari Bjnlr. 1 505-06), the statue on its back (fore- 
ground), the landscape hills to right and left echoing 
Hugo van dcr Goes' Portmari altarpiecc of 1481, the 
disposition of the building and the scattering of figures 
in the extensive space before it recalling the Sistine 
frescoes of 1481 -Si (e.g.. I'erugino's Christ Giring the 
Keys tn St. Peter), suggest the memory at work, and 
tor Piero a fading vision of 3 Golden Age. 

sources: Berenson J; all an Futures {19*1.) (as Piero ; wrongly 
mlcdas Visitation) . Berenson, Pitture it aliane (1956) (asGiuli- 
■00 Bugi.irdtni; ; Douglas, I Kington, Piero di Cosimo (1946), 
p 11-; Morsclii. P.. 'Ragiom di 1111 putorc horenrino, Piero di 
1 usimo,' l.'Arte (1957), p. 149, pi. 24 & I. 'Arte (19(8), pi, 49; 
Zen, F., 'Riveelcndo Piero di Cosimo,' Partiyane, 1 is U9 C 9), 
).( :Cirnssi, 1. , Piero di Cosimo eii jirohlttiia dellii converskme 
,il ' V>o nella fitttur.i fiorentina ed emiliana (Rome, 1965), p. 78; 
Berenson, thretitme Sehoni (1961), 1. i-b (as Piero f?)) ; Fahy, 
f P., "Some later works of Picrodi Cosimo," Gazette des Beaux 
Irts (1965), p. 106; Baca, M , Piero di Cosmo (1966), pp. 
75, 104-105, cat. no. 54, pi. 14; Census (as Piero). 



The Dijon Master, active c. 1 320- 
c. 1360 

This anonymous anisi named for the Tabernacle at 
Dijon was active as a follower of Pietro Loren/.etti in 
Siena. 

* THE MYSTIC MARRIAGE OF 

ST. CATHERINE OF ALEXANDRIA s* 4 

Canvas (transferred from panel), M-i " *»i <9' ,: 

ism RIBFO: IGG Vo\ -it ORAMO sK), i.e., EGO VOX 

1 I \ VI \ Mis 

condition: 1'iMir When the painting was transferred early 
[hi- century, most of the gold background was lost. In addi- 
tion a mapir loss extends vertically through the figures of 
Christ and the Madonna Other less extensive but serious 
losses arc scattered throughout. There is extensive repainting. 
Conservation 194X- 

PROVlNVSi l I mile Cat 11, Pans: William K _ Vandcrbilt ; by 
mhcniancc Mrs. Oliver Belmont. Newport. R.I.; acquired 
John Rtngling ihmugh Duuen iy;s ;y 

The composition is composed of Mary Magdalen, St. 
Catherine, the Madonna, Christ and John the Baptist. 

The earliest written account of the Mystic Marriage 
is dated 1 537 (Meiss. p. 108} although an older legend 
must have existed. The text described how- the Ma- 
donna questions Christ as to the Christian progress . if 
St. Catherine who prays before him. He declares him- 
self pleased and will accept her as his spouse. The- Ma- 
donna then takes St. Catherine's right hand and Christ 
puts the ring of His faith on her finger. The source 
is the medieval conception of the soul being redeemed 
by marriage with Christ. The earlier and the more 
traditional type shows St. Catherine marrying the 
Christ Child but Meiss (p. 1 10) points out a change 
after c. 1 550, with the adull ( hnst being represented. 
This type is exclusive to c. 1 550-75 particularly where- 
in SN 4 the Standing Madonna, a rarity in Tuscan 
painting of this period, is included. 

Suida (t949> attributed SN 4 to a Sienese artist 
closely related to Barna, but Meiss (p. 56) pointed out 
thai artists like the Di|on Master belonged to an older 
painting tradition, i.e., of the ijzos and 1350s and 
were uninfluenced by Barna. 

sin Kt is: Meiss, M., Painting in Piorenee and Siena after the 
Itl.t, k Death (19*1 : paperback edition 1964), p. 1 10, n. 14, 
fig. 105 ; Census (as P. Loren/ctti Studio). 
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IXHiHllKiNs: Columbia University, Nch York, ihn-ntinr 
Baroque Art (1969) (no- 65). pi. ?i. 

As Nissmann (Columbia exhibition) observed, a date 
c. 1647 would be consistent with Dolci's stylistic de- 
velopment at this stage, still showing the influence of 
Vignalc. 

SN 1 37 was probably derived from one of four cele- 
brated life-size paintings ol the Evangelists by Dolci, 
formerly in the Palazzo Riccardi, Florence. They were 
bought by l.ucicn Bonaparte and then at his sale were 
purchased by Sir Simon Clarke. Later the St. John was 
in (he Nonhw ick Ciallery sale, July 16, 1859 (no. (695), 
Bt. Fuller. No trace has been found of it. 

The octagonal variant at Berlin may in fact belong 
to the series of octagonals described by Fredenckscn 
{Catalogue of Paintings in the /. Paul Getty Museum 
1 1972.], pp. 50-51) which he tentatively dates c. 1671, 
the date of another octagonal St. John, Pirti, Florence. 
The much earlier date ot SN 1 ;- might indicate that 
the Riccardi series was painted about the same time. 

SOtlRi 1 S! Benson, R.. The Hoffbrd Collection (1914), p. 71, 

;■■! 1,4 . ' , nmir .1-, Dnlei 



Carlo Dolci, 1616-1686 

Trained with Jacopo Vignale. By 1645 he was a mem- 
ber of the Accademia del Disegno. Apart from a visit 
to Innsbruck in 1675 for some months, he remained 

all his life in Florence. 

10 ST. JOHN WRITING THE BOOK OF 
REVELATION sn 137 /^ 

Copper, 25.9 - 10.6 (io 3 / ls ■ 8%), 

CONDITION : Some losses particularly a long the font but other- 
wise in pood state. Conservation 1961. 

variant: A variant, virtually a head and shoulder close-up 
of SN 1 37, 40 • 19 (inscribed on verso with artist's name and 
the date 1 64- 1, Pushkin Museum, inv . - formerly Hermitage . 
octagonal variant, 1 1 \ ■ 92, State Museum, Berlin. The Saint 
is older and an open Sox is on the rock foreground (ex Ciiu- 
stiniani coll. before 1814). 

provenance: Robert Holford; Sir George Holford *ak\ 
Christie. July [5, 1927 (no, 41); acquired John Rmgling, 



Giovanni Domenico Ferretti, 
1692-1766/68 

Trained with Francesco Chiusari in Imola, then with 
Tomasso Redi and Sebastiano Caleotti in Florence 
and in Bologna with Felice Torelh and was influenced 
there by del Sole. He returned to Florence in 1 — 1 s» 
where he spent the remainder of his career on numer- 
ous commissions both religious and secular. 

11 THE DISGUISES OF HARLEQUIN 

SN 637-651 

All Canvas: 
Harlequin as Crippled Soldier (sn 617) 

97.4- 78.1 (3*% jO%) 
I l.irlcqiun as IVasani sN fi-,Ni 

9-1 • —.5 UK 1 , • *>' , 
Harlequin as Scholar [SH 6,-i 

9" 78.7(38"/, |1 
I larlcquin as Clever Valet (sn 640) 

97.7 -s.i 138 1 j 30%) 
Harlequin as Beggar (SN 641! 

95.8 • --< ■*-* , ■ v. 



1 6 




-'. 





II (SN 6+1 } 



1 1 (SN 64 ; 



1 larki)utn Attacked ■•n h+i /t 

w lout (j9 ■, 1 ' 1 
1 l.irki|iitn as Painter sn 1.4 

97.7 — <, iS 1 . (©« , 

I larlcqum -i% Doctor (sn 644) 

97.7 78.IOS 1 /, pVJ 
I Earlequin u Hnnaiul (sn 64 

97,1 -S.kiS 1 , jo%) 
1 larkqum .v«. Ke|ccted I over (sn 64ft) 

97.4 ■ 77-J (3*V, |0V|) 
I Lirleqiiin as Cook (sn 647) /v 

97.1 li-nX' , W ) 
Harlequin .is Ci km 1 in (sn 64H) 

'i- 1 ii- ?S" , ■ <o) 
Harlequin .is Dancing Master (sn 649} 

97. .j (jSV a > |©VJ 

I l.irk-qum as Ijccmaker 'sn 6jo) 

97.7 77.J is' , jo' J 
Pukinclla with a C nuking Put sn is^ j 

9fJt — 5 -,- ' , |0 ' , 



condi r ion: Apart from scattered minor losses all the can- 
vases are 111 |!iniJ stales. Qinscrvatuin isisi-JJ. 
Drawinc: For SN 645, Ashmolcan Museum, Oxford, 991. 

variants : Reduced variants ofSN 64 1 and SN 64% Simmons 

(i)lkvinin. (iiiiJiiii: i.iri.nu nl SN d w, liuti.iri Collection. 

K ■ "MIL 

1 Nt.RAVMi; SN 637, SN 641, SN Sjo, b) K.irtolo/zi. 
PROV1 N\M I ; Max Reiilhai'dl, Schloss, l.enpolikknm. Salz- 
burg; acquired Riniilitip Museum 19*0. 

i-xmiirtlONs: Museum ni Art. Universe ot Kansas. Law- 
renee, i / ' a ■ DtfgMMj 0/ H<trit<ptin (ivs'ft); Detroit Florence, 
TkeTtviUgfrt of the Medici 1974 [00,1351 i 1 SN6471SW648 

Harlequin, or p rop erty ArlecehuKi. was the name of 
the sharp-u itted servant of the stock characters of the 
Commedia Jcll'artc. Tristano Martmclli !c. 1 5>~~ 
1630) is credited with adopting the name when a mem- 
ber of the Conftdcnn Company. In Parts Mamnelli's 



I" 




1 1 (SN 647) 



wir was published in Compositions de rhetorique de 
M, don Arlequin in 1600. Pulcinella (SN 651) was 
another of the servant characters of the Commedia 
dell 'arte, but was mare a buffoon than a wit like 
Arlecchino. Pulcinella is the prototype of the English 
Punch. 

Maser thought that Ferretti was probably commis- 
sioned by the Aceademia del Vangelista to paint the 
series of twelve (SN 637-646, SN 649-650) vertical 



compositions and other similar series represented by 
SN 647-648 andSN 651, inspired perhaps by Goldoni's 
visit to Florence in 1742 when he wrote rwo plays for 
the Aceademia: Avventura di Arlecchino e Camilla 
and Lc ^zDisgrazie di Arlecchino . Goldoni was largely 
responsible for Writing texts for the previously impro- 
vised scenarios of the Commedia dell'arte. 

sourcks: Maser, E., Gian Domenico Ferretti (1968), pp. 51- 
^s. pis. X4 94, 1 1 , 12 ; Census (as Ferretti Studio). 
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Florentine cassoni workshop of the 
fifteenth century 

12 TRIUMPH OF SI I PIO AFRICANUS 

SX 14 

] J BATTLE BETWEEN ROMANS AND 

l.AULS sn 13 
H THE ASSAULT ON PIOMBINO sn , 4 

ittu<trau-d on pjyrt 14-.it) XL- 

\ll panel: 

44.4 114.1 I*.'. ;:",,. ss ii}. 

4-..1 i^.: 1- m' 

41 4 iftvi 16- „ • ftf! (sn 14). 
am hiked: SN li: isti-PiONi; SN 14: % alkinw above 
rein of rearing grc> hortc. 

ONOmOM: AH three panels have scattered kisses and nu- 
merous v»mnp« as is mmmim in cassoni panels; otherwise 
thev arc in reasonable condition. Conservation c. is*i 
movi s u 1 i All three panels: Entile Gavet. Pans; William 
K \ anderbilt : by inheritance Mrs Oliver Belmont. Newport, 
K I ; acquired John Rtnglmg through Duvecn 194 * :v 
> \ mniriON s : Pala^ro Stnioi, Florence. Lnrettza tl Mjgwfica 
rlejrte (1949) (no*- 104, iot, 106), 

SN 11 : Scipio Africanus (136-184 H.t:.} defeated Han- 
nibal at the battle c»f Zama, North Africa, in 404 B.C. 
On his return ro Rome Scipio was accorded the Tri- 
umph depiaed 111 1I11- panel. Plutarch's I wes was 
generally the source tor these Triumph subjects. 

SN 1 i : A batrle between Romans and Gauls was a 
common subject lor cassoni. The Romans are identi- 
fied by the banners inscribed SPQR and the Gauls, 
many nude, have a cockerel insigne on their banner. 
file kind ot narrative treatment perhaps reveals some 
knowledge of the Trojan column reliefs, but as Call- 
inann points out no great effort was made by cassoni 
artists to achieve archaeological accuracy. 

SN 14: A, F. C. Ryder (file) has recently proposed 
that the assault depicted represents the unsuccessful 
storming of Piombino by Alfonso V of Aragon on 
September 10, 144s, Piombino is on the west coast of 
Italy opposite the island of Elba. 

SN 12 (as Uccello in Ciavet Collection), SN 1 3. and 
SN 1 4 were attributed by SuiJa (iya9) to the Anghiari 
Master. C. 196?, however, all three panels were re- 
attributed to the Apollonio di Giovanni Workshop. 
Recently Oilman n has rejected them from the Apol- 
lonio ocuvre. They must therefore be the product of 



one of theniid-hflccnth-cciium cassoni workshops in 
Horence, in which a number of artists worked to- 
gether on each panel, to account for the lack ot indi- 
viduality although SN 14 shows most clearly the per- 
vading influence of Uccello on this type of subject. 

vol- mis: WiAtmcT.t.-.CjillnliiinhnilfdMi-t iXSv.p i*-. 
pi. 79 (SN 14}; Callmann. E.. Afmllomo Ji Gmi-jmti 117-4) : 
s\ 1 1 : pp. 46*1, r 7 . K-.pl J7;SN 1 ?:pp4An,S-';SN 14: p. 8-; 
Census (sn iz as Apollonio Ji (•mcanm Studio; sn i i and 14 
as Fkircntinc, fifteenth century). 



Follower of Francesco Furini, 

c. 1 640-1650 

IS A YOUNG MARTYR sn 135 

Canvas. A4 <;> tyV M 1- . 

< omwftOM: There arc sottkIomcs in the flesh pans and in the 

right background. Conservation 1950. 

PROVCMAMCE: Unknown, probably London: acquired John 

Ringlinp. 

The young martyr is presumably one of the early 

Roman t hnsiians but shi has in>t been identified 

SN 1 is seems quite clearly inspired by burini's Gir! 
llttUniji .1 ("Jhilut-. Pun, Florence. Although some 
passages are not lacking 111 quality there are wcak- 
nesses m the modelling of the head which betray a 
follower, possibly a workshop assistant. 

Mil nils ( j-nsw .is i iirmi). 



Kaffaeliino del Garbo, 1466-1524 

Raffaelltno's biography is confused. Although Vasari 
wrote his life there is tin signed del Garbo, but works 
signed by Carli and Capponi exist. All three names are 
now accepted as the one artist. He had an eclectic- 
style passing from the influence of Filippino 1 ippi and 
Botticelli to Piero di Costtno" and Ghirlandato. He 
worked mostly in Florence. 

16 THE MASS OF ST. GREGORY sn 43 n- 
t-anvas. ioo.f> iy; - -v - 

SII.N'IIIHUII kimil'MI l 1) M lllltl 
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, iv in I ion ; I'iMir. due In flood d.imap, in F loWH C t H 1^44. 
I'jull surface ITffTPni niuri- iiustjhk- in later c lunar ic conji- 
: ;i in- N< ' recent nmscrv.it 11 hi has been .1rtcn1nn.1l 
run 1 s \\ ( j : Yiltisiv. S Spinto, Horcnce. Md ; Palazzo 
VrtiiiHin, Fkircnce. h> ttoo. w ufi Giovanni t.jgliardi. Fk>r- 
cnct, C 1*44; with Samuel \\o>>iihurn. London; Sir John 
Kamsden. Bt.R. & L Hniwm. isti - ; with Duvti-n; iyiS ac- 
quired John Rinjilinp 

Lhe.Massot St. Gregory was not introduced as .1 sub- 
let until the fifteenth century, when it became increas- 
ingly popular due 10 the indulgences obtained bj pray- 
ers before its reprisent.it ion. The legend records rhe 
vision ol Christ and the instruments of his Passion 
appearing on the altar, when a celebrant expressed his 
doubt* about the real presence in the Host. 

Raffacllmo may have had access to a French illu- 
minated edition of Gregory 's Sjcrjntfntiiry, for SN 1 1 
foBows very closely a painting Louvre attributed to 
t he School of Amiens, w here the two deacons support 
ihe cape of the Saint, the angels hold long candles, 
rhese were common to t»t her representations, but in 
both works the event is seen from the back rather than 
the more usual profile view 

Both Gamba ("Dipinti ignoti dt Raffacllo Carli.' 
Rjssefttu d'Arte, - |t907|, 104-109) and C.trpaneto 
have drawn attention to the similarity of the architec- 
ture to that in paintings by Perugino. indicating that 
by the late 1 490s Raffacllmo was much attracted to 
the I'mhnan master lor his later style is almost wholly 
I 'mbnan in character. 

SN • 1 was probably removed from S. Spirito in the 
is~os when the saenstv was redecorated with paint- 
ings by Alcssandro Allori and Bernardo Pocccrtt. Since 
the painting was taken to the Palazzo Amnion it may 
he presumed that it was commissioned by the same 
family. 

SOURCE!: Vasari. Novara ed. Uyfi~), he Viitr, 4, 14, n. t; 
( ar|iatieio, M.,*R«ffjwlllnodelGarbo,' ft, \..\nii<hnj Vn.w.4 
1 'j ■■ ■). 14, fig. l6;Om$US (as Haifacllino). 



Attributed to Artemisia Germleschi, 
1593-1651/53 

I rained with her father. I Vazio. in Rome. Both went 
rii Horence in 161 1, She returned to Rome in 162.0. In 



iftift she settled in Naples, but in i6\H she rejoined her 
lather in London where she stayed a vear or two after 
hiseleath 111 i6?v. She then returned to Naples for the 
re-st of her life. 

17 ST. CECILIA sn 1 14 ft 

Canvas, 150.5 • ion.* ny' , 40%). 

< kmii 1 ion ; ITitTv are some minor losses 111 the figure and 
there is a considerable amount ol ovcqiainuiig in the back- 
ground. Conservation 11)64, 

l*KO\ 1 \ \M 1 - Unknown, prohibit f ondon : .Ku;iiired J»>hn 
Ringlmg. 

SN 1 54 was attributed by Smda ( 1044 n> Jacopo Vig- 
nale. I"hcrc is. however, little evidence of Vignalc's 
style, but it is true that there are Tuscan elements 
present, particularly in the face with partly opened 
mouth. The color, htm ever, is clearly Neapolitan as 
is also the Caravaggcsquc lighting and the hard han- 
dling of the tassel No artist Ht> this synthesis of Tus- 
can and Neapolitan eharauertstics so well as Artemi- 
sia Gcntileschi. an attribution recently proposed by 
spun. s.i Kk who also described it .is .1 late work, i.e., 
late 1 1140s, As Bissell ("Artemisia Centileschi.' Art Bul- 
letin, 49 1 1 968 1 . m ■ ihS ' demonstrated, her previous 
somewhat bulky figures were slimmed down by Nea- 
politan influence In fact there are analogies in SN 1 14 
with paintings by Massimo Stanzionc, e g . a ft. 
C.jthrmtf sale, Sotheby. I lorence. October 9. 19-1 
[no. 1 -" |) and Woman in Pejsjnt Dress (signed), M . H . 
de Young Museum. San I rancisco. Stanzione had 
been himself influenced by Artemisia when she first 
arrived in Naples tde" Dominie 1, Vite . . . ntpoietcad 
! 1-4;:. v, 4^-46'. Ihe handling and pose ol SN 1 \+ is 
very similar to the figure < it IVnhsheba in the painting 
of that title in the Gallery of Hue Arts, Columbus, 
Ohio, which Bissetl dates to Artemisia's late Neapoli- 
tan period. 

Another St. Cecilia, Cialleria Spada (Zen pp. K,- 
86), has been alternatively attributed to Artemisia and 
Rutnlti) Manetti, a Sietiese artist who has also been 
proposed for SN 1 ,4. Manetti's figures are quite dif- 
ferent as is also the color, but the Tuscan elements m 
Artemisia's style have Jearly caused problems in 
attribution. 

soi ki j > Gtmm as ascribed to Yignalc 



il 




i8 



Gherardo di Giovanni (di Miniaro), 
1444/45-1497 

Also known as Gherardo dd Fora, he worked in Flor- 
ence as painter-mosaicist, engraver ami miniaturist. 
His early training is not known but in 1491 he was 
working with Botticelli, Domcnico and Davide Ghir- 
landaio in the S. Zenobius Chapel in the Duomo. 
Work continued there to 1494 and was resumed again 
in 1^04. His painting oeuvre has been expanded by 
identifying him with the so-called Maestro del Trionfo 
dclla Castita. 

IS ANGELS SWINGING CENSERS 
fragment! s\ iS 7L 



Panel. . 



-.9 I9~ I 1 



. 



condition : Due to overcleaning in the past there is general 
rubbing overall ; the gold rays have particularly suffered. Con- 
servation 196J. 

PROVENANCE: Count Cregoirc Stroganoff, Rome, by 1909; 
Ranul Toleitdno, Rome, sale, AAA, April 22 26, 1924 (no. 
8Kn), unsold; sale, AAA, New York, April 26, 1927 (no. 6X5); 
acquired John Ringling. 

I his fragment was rirst attributed to Filippino Lippi 
bj \\ rangel and Trubnikoff and thereafter to the Bot- 
ticelli Studio and more specifically to 'Amico di 
Sandro' by Berenson. Since then Fahj has made the 
very plausible attribution to Gherardo on the basis 
not only of its stylistic affinities with the Hertz Ma- 
donna (Museo Na/ionale. Rome formerly attributed 



i* 




14 



to the Maestro del Trionfo dell a Castita, but now to 
Gherardo, but also pointing out that the sides of the 
Hertz Madonna taper, indicating that there was for- 
merly an arched top to the composition. The Ringltng 
fragment could justifiably represent this missing sec- 
tion. 

soiiHcts: Wrangcl, N., & Truhmkoff, A., Ics Tableaux de 
la collection dn comte Stroganoff a Rome,' Starve Gody 
(March 1909), p, 113, pi. opp. p. zzj Muiioz, A., Pieces de 
choix de la collection du comte Gwgoire Stroganoff (1912), 
z, pi. tj (as Botticelli Studio) ; Berenson, The Study and Criti- 
cism of Italian Art (1901-16), 1, 59 (as Amico di Sandro); 
Scharf, A,, Pilippino l.ippi (1935), p. 1 17 (as Workshop) ; van 
Marie, R., 'The Italian Schools of Painting (1931), 11, 258 (as 
Amico di Sandro) ; Fahy, E., 'Some Early Italian Pictures in the 
Gambier-Parry Collection," Burlington Magazine, 109 (1967), 
l$t, fig. tZ ', Census (as Domenico Ghirlandaio follower). 



Francesco Granacci (d' Andrea 
di Marco), 14657—1543 

Trained with Domenico Ghirlandaio. Considerably 
influenced by his fellow pupil, Michelangelo. He was 



later influenced by Fra Bartolommeo, Leonardo, 
Raphael and Pontormti. Was mostly employed on 
commissions in and around Florence. 

15 THE ASSUMPTION OF THE VIRGIN 
(MADONNA DEI.LA C1NTOLA) WITH 
ST. THOMAS; AND ST. JOHN THE 
BAPTIST, ST. JAMES, ST. LAWRENCE 
AND ST. BARTHOLOMEW sn 24T 

Panel, 12.8.6 / '105.7 (90 • 81) (painted surface i-^ cm. smaller 
all around). 

CONDITION: The most serious losses occur in the lower third 
of the panel, where there is also evidence of scorching (re- 
ported by Baldimieci as being caused by lighted candles). 
There are numerous pentimenti. Conservation 1961 . 
DRAWING : Vasari reported that a drawing of the Virgin and 
St. Thomas was in his Libra, but this is untraced. 
engraved: Lastri, ttrtirtti pittrice, 1 (1791), pi. 33; Rosini, 
Storia della pittura ttaliana (1839-55], pi. 1 54 opp. p, 48. 
provenance: Painted for the Medici Chapel, S. Piero Mag- 
giore. Florence; 159] in the Lapi Chapel (first on left of nave); 
1754 m 'k* Rueellai Chapel; 1784 removed to Palazzo Rucellai 
after collapse of S. Piero Maggiorc; acquired after i860 by 
Lord Somers, Easfnor Castle, Herts; by inheritance Lady 
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Henry Somerset ;i rinstic sale. May i t. iK<w nu. 91 '.unsold; 
h> inheritance H. C Somvrs Somerset. The Priority. Reijiaie . 
alter 1 90N before 1 41 1 with 1 aiigtim Douglas, 1. on Jon ; before 
■■Hi acquired John Kmgling. 

The subject records the to of Ac Virgin in lowering 

to St. Thomas her girdle, on her Assumption. The 
legend continues with m account of Michelc Dogo- 
man of Pr.no, returning from .1 crusade to the Holy 
L.ind. with the girdle M hich had been given as .1 down 
to his wife, the daughter ol.it 1 reek priest in Jerusalem. 
The girdle m as subsequent!; deposited in thet appella 
Jella Sacratissima Cintola at I'rato, thus accounting 
lot (he popularity ol the subject in Florentine paint- 
ing. There are Ircscoes at I'rato by Agnolo tiaddi de- 
picting the legend, which can be dated alter 1 J48. 

Vasari described the panel as GranaccTs master- 
piece and remarked that rhe figure of St. Thomascould 
have been painted by Michelangelo, as a comparison 
v\ ith the latter's Vtrgtn in the Ihmt Holy Kwm//v dem- 
onstrates. Freed berg dated the panel c. i\io-ii, 
placing it slightly earlier than the Madoniu in (dory 
Kith l-our SahltS (Accadcmia. Florence' which he 
dated 1511-14. However, von Flolsr with more of 



Oranacci's oeuvrc as evidence convincingly dates it 
later. 1 _<ct 5-10. between the Berlin Tanda of the Trin- 
ity (c. 151 el and the S.u r.i ( uiiivr^izionc at Monre- 
murlo, dated c. 1 sii. The Kmgliug panel certainly 
postdates the p.inel ol ihe same object (formerly Earl 
n( \\ .iru ick w hich was painted before 1 > ift and is a 
iihrIi less ambitious composition 

The nearest Samt on the right has been rightly iden- 
tified by von I foist as Bartholomew, since he holds a 
Haying knife below an open Kiok. Since Vasari this 
Saint was called St. Paul, with the exception of Jame- 
son who gave the correct identification. 



Muni 1 Si V.is.m, Novara ed. (1967), S. 1 ti.n. i;Bovchi. Le 

Hrltrzzf Ji hinitie (1591)1 PP i~-t 175! Bocehi-Canelli. ibid. 

1*77)1 IT- 157 '**■ Baldinuca, KfafttH* ... ,6 (iKoN-lfiiz), 

W, Lanzi, Storr.i ptaorka . . . ( 1*844). *• 'M; Jameson. A.. 

/ i-jiftidf <>/ f/v \t.iitimn.i 1 s;- , p .|*\. pi. t; Crowe and 
( .n a lease Me 1414.6. pp i <.'• if-.pl "PP P t^jVeaBBti, 
Slitru dell' arte .... 9 1 . 489 ; Bcrcnson, Italian Pit tares ( 19*2.). 
p i«*-: PmatZ, W. and E.. Dir Ktnbett cm Fttwttz 11951), 
4. p. 640; Freedberg. S. J.. Panning of the High Renaissance 
(1961), p. 21 1, pi. jJi-"; vim Hoist, Christian, Fnmctsco CVr.t- 

n.utt 119-4.', pp 14X 149, pis. TO, JX; (lettsus {as Ciran.icci 1 . 
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Raffaello Gualtcrotti, 1 543-1639 

He is known only through his designs for Medici 
wedding festivals in 1 179 and 1 589. From toe evidence 
below he may he presumed ro have worked in rlie 
Studio of Alcssandro Allori, influenced hy Giovanni 
Stradano (Str.nl.inus), Fie would have worked most)) 
in Florence. 

2U t.llAK O hi I ( \U IO PIAZZA 

SANTA CROC F. FLORENCE sn ift r u 
t jnus s-h tifci 14 ' . 4J* 1 

condition: Minor losses run vertically across the cuius 
indicating ihui n « .is <*> k erolk-d or folded- ConscrvJtHin 1961 



I'HUVbNANt I ■: H1.1 Vulpi, PmUzXO Uav.inzati. Florence; Faia 

Volpi sale, AAA, New York, November ;i-i-. 1916 (no, ioiH 
.is Allurif ; with Kernel, New York j James Warren Lane tale, 
AAA, November io, 1914 (no. 1 yfi as Allori) ; E4gar Mills sale, 
Marx, New Yurk, November 1 1 14, 1930 (no. 29M as Brott- 
/.mo) ; I'MO Hquircil John Uingliii);. 

1 xiiiiiiiioNs John llemm An Musi-uni. Indianapolis. 
Vtmhtrmo to Giwo (1914), no. 69. 

GflMOCO c/c/ Calf to was the traditional Florentine foot- 
ball game played ever* year and oil special occ.ist.iiis 
in the Pu//a Santa ( roce sec Bocchi-Cmells. p. ;c,N . 
It was played only hy young men from upper-class 
families. Each team had twenty-seven men: fifteen 
rnnanzi (linemen), live icanctatori (quartcrb.uk s . 
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foot dtittirt iwunzi 'halfbacks), three duiun .iddtetro 
fullbacks}. In SN *6 the game has been touted by the 
::i!l.ii't throwing [he kill into the BeaiCSl of the three 
ijltmirigtn of linemen. Each team then tried to kick or 
punch the kill tow ards the opposing goal line. A game 
Aouid last about an hour. A marble plaque on the 
miu i h side ot the piazza dated February to. 1565, 
marks the halfway line for rhegame 

The game in SN jfc can k- outUl] dated to May 4, 
: >Sv- a special game played during the wedding festi- 
val for Ferdmando de' Medici and Christina of Lor- 
raine Suida i 1949 1 was in error). 

Suida I 1949* attributed SN ih to ( iua heroin on the 
;\isis of an engraving by Baldi and Marsih after a de- 
sign by Gualterotti for his hook hesie net le nozzf del 
. . , Frjm e.v ( 1 Medici ...«*... Bnmca Cappelli ( 1 579). 
However, tiualterotti also prepared the two kx>ks 
describing the Medici wedding ol 1 ^Nm sil heste e 
.ipp.ir.ih medic ic d.i Cosimo I J ('t)sima //, Uffizi 
IGabmctto Disegtn e Stampc], Florence, 1969}. The 
date of SN U> is clear I \ established by the fact that 
there was no football match in 1 s~9. but there was in 

Since no other oil paintings b\ (iiulteroni are 
known 1 1 is purely surmise rhat he is the a mst of SN 36. 
He is credited only with making the drawings fur the 
engravers, not the designs themselves which were by 
other anists. e.g.. Ait-ssandro Al Ion's Allegory of 
Florence (1589). There are traces of Allort in SN ih. 
for instance, the hov and dogui the lore-ground. How- 
ever, the tWO horsemen are taken almost unchanged 
from an engraving {Wur of Siena) by Stradanus and 
Gallc for the series Mediae l.imrfi.ie Kenan Ffliciter 
GeStOTttnt VtCttirue el I rutnipbi I lorence. 1 > N 3 ? . 
Stradanus, with his production ot limiting and genre 
scenes for the Medici, might suggest that his studio is 
the likely source lor SN *fi. 

It is possible that a member of the Acidemia degli 
Alterat 1 commissioned SN *6, for Giovanni de' Baidi 
discoursed on football games and Bernardo Da van - 
/ati on gymnastics, amongst other things. It is tempt- 
ing in propose the latter, but K I i .1 Volpi acquired pic- 
tures Iron 1 a 1 .snch of sources and I here is no evidence 
to show that SN \k was m the original Davan7ari 
t ailleetlon. 

mii ki iv Tunuin, I', "Rjrtacllo (..lulterutli 1*'.' Rnt^tmg 
Museumi NtWlluiU i.nu 4 119-1! ; ( emtn as (itijltcToni . 



Master of the Lathrop Tondo, 
active last quarter fifteenth century 

This anonymous painter was first named by Berenson 
in 1906 for I be l.Jtbrop 1 ondn Paul Getty Museum). 
Later Ragghiantt renamed him II Pit tore GtMBNgf from 
Lucca, having identified the left-hand coat of arms 
in the same tondo as rhat ot the powerful I iicchese 
family. Later still Fahy proposed that the artist could 
be identified vvith Antonio Corsi. registered as a Luc- 
chese painter in 1 494. 

21 THF ASSUMPTION Of THF VIRGIN 
\\ 1TH ST THOMAS (LA MADONNA 
DELLA CINTOLA) sn 19 ft 

Panel. 171.5 1 M '• ''"'.■ J3)> 

1 oM> v. Most kisses run veafctH) dtK Bo d c W gl ••' At 

limits ni ihe panel. Scattered losses elsewhere hut fin* in the 
figures C tinserv.HKiii ly-o. 

rmm n\m 1 1 unlet... nil. Tarts; \\ ilium k \ anJcrbilt; by 
inheritance Mrs. Oliver Hclmunt. Ncwpon, R.I.; acquired 

John Rintiling ihrtRiph Ihivecn i*is 19 

For the orthodox High Renaissance Florentine inter- 
pretation ot the sub|ect the painting by Francesco 
Granacci can be referred to SNl^CH BO tjl Vht 
iconography ot SN 1 ^ belongs to n-\ earlier tradition, 
foras l-ahv has pointed out the composition is virtually 
identical to I he .Assumption a painted wood relief 1 
attnbuted to Massco Givitalc in the Michele Chapel 
of S. Frediauo Lucca of e. 1450. The only major dif- 
ference is that the figure ot St. Thomas is reversed. 
t ivitale's work is itself a rearrangement of Orcagna's 
marble relief on the Tabernacle in Or San Michele. 
Florence, not only in terms of the principal subject, 
but that some ol the identities present at the Death of 
the Virgin (the lower half of Orcagna's relief) reappear 
as half figures m the upper part of SN 19, e.g., those 
with oriental headdresses are St. Dionysus, St. Timo- 
thy and St. Hierothetis, while the two bareheaded 
figures .m Si | a rues and St. Paul; the others remain 
unidentified. 

As is the case with most ol these designated "mas- 
ters" there are considerable problems, since stylistic- 
analysis is the only means of identifying the oeuvre. 
Thus with SN t9, commencing with Suida 's 1949 
attribution to Francesco Botticim, then Ragghiann's 
Pittore Giunigi. w hose style kire clear traces ol Ami- 
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v o Aspertim, followed h\ Fahy's opinion that Filip- 
pino Lippi was the major influence, concluding: with 
Ardinghi's introduction into theoeuvrc of a Madonna 
Jetla Cinlola (S. Maria a Colle, Lucca) which appear* 
to he by a much more 'primitive* hand, the Master of 
i he Lathrop Tondo emerges as a formidable eclectic, 
particularly if one includes Bercnson's detection of 
Hugo van der Goes' influence in the male half figures. 
whom Ragghianti thought were closer to Massys. 

The one artist who could conceivably embrace this 
eclectic range is the Bolognese Amico Aspertmi, for 

I nnghi proposed that he had been m Florence c. 1494 
with Filippino Lippi ; he was certainly in Rome 1 500- 
03 and in Lucca c. 1506-0H to paint frescoes in 5. 
Frediano. The fact that he had been invited to Lucca 
might impK that he had been there before, i.e.. c. 1 4Vv 

Ragghianti dates SN 19 shortly before 1 500). But Rag- 
ghianti also thought there was evidence of two differ- 
ent hands in SN 19. and this seems correct for St. 
rhomas and the landscape are in a looser style than 
that of the upper half, which could suggest that a 
Florentine artist had commenced the painting basing 
his composition on the best-known 'modern" proto- 
type, Mainardfs fresco in the Baroncelli Chapel, S. 
Croee, Florence, c. 14S0, and a Lucca artist had com- 
pleted it using rhe older iconography of Civitale. 

While there are similarities in style in SN 19 and 
The Latbrofi Tondo there are as many differences, but 
since there is no clear alternative, the present attribu- 
tion must suffice. 

Sources : K;ig|;hi.inti, C. L, 11 Pittoru Cuinigi.' CntU<i d'arte, 

II (1954-55), 1 ^"-150; Betcaton, Florentine School, 1, 141. pi. 

11" as Master ul the L.ithmp Ton Jo , hihy, f . I*., 'A t.uc- 
i/hese Follower of Filippino Lippi,' Paragpne, 1K5 (1965). 19, 
pi. fi; Ardinghi, C, *Alin Jipinn per il Maestro Jel Tondo 
i .iihrop," t .i 1'rinmt.Liili Ijti\ti,ii ( ] 96Xj, Kft, pi. (no niimlx-r ; 
' i-nsits i.as Master. Lathrop Tondo 



Sebasriano Mainardi, active 1493-1513 

Trained with and assisted Domcinco Ghirlandaio, 
whose sister he married c. 1490-93. Traditionally 
credited with the fresco Assumption of the Virgin, 

baroncelli Chapel, S, Croee, Florence, c. 14H0, in 
cooperation with Ghirlandaio but there is no proof. 



He was certainly in Pisa 1493-94, but his only signed 
work c. 1 500 are frescoes in the S. Bartolo Chapel, S. 
Agostino, San Gimignano. 

22 MADONNA AND CHILD WITH 

ST. JOHN AND THREE ANGELS sn 10 Ju 

I'anel (tondo), diameter 95.5 (37%). 

i oMiiiios. : The usual losses have occurred along the diag- 
onal cleavages in the panel ; some ruhhiiit: due to overcleaning 
in the past. Conservation 1966. 

variants: (ij Louvre, 1 jft-; (2) Capodimonte, Naples, 4^; 
13) Birmingham. Alabama, Museum of Art (Kress i(»-); (4) 
Kunsthalle, Hamburg, 754; (5) location unknown (verticil 
rectangle; 'the Burlington Mjg.izin? | December 1927!, Sup- 
plement, pi. 1). 

provenance: Mrs. Gould, New York; Leon Schi nasi. New 
York; aequircJ John Ringlmg 192- 

Although attribution of this type, either in tondo or 
rectangular fonn, is traditionally given to Mainardi, 

D a v 1 es \Tbe Ea rlier I tat ian Schools, N at i on a I G a 1 lery , 
London j 1961 1, p. 32.6) says there is so little solid evi- 
dence oi Maitiardi's hand that he prefers to name the 
artist as Follower of Ghirlandaio. The evidence pro- 
vided by the many variants all points to the Ghirlanda- 
io Studio, but in the case of SN 20 and its variants, 
there is strong evidence of the influence of the Verroc- 
chio Studio, possibly through Lorenzo di Credi, w ho 
was with Verrocchio until the larter's death in 14X8 at 
Ven ice. Th e q u ite accura I e v le w of Veil ice through the 
right-hand window (the Palazzo Ducale, the Cam- 
panile, the domes of S, Marco are clearly identifiable) 
was proh.ibb taken h'ntii a drawing 01 WOodcW 
rather than on location, similarly to the view of Rome 
derived from the Codex Esatrialiensis (a Ghirlandaio 
Studio compilation) which is to be seen in the Ghir- 
landaio Follower panel (National Gallery, London, 
2501), Further Verrocchio connections are provided 
by rhe suggestion of Davits (op. at,, p. 211) that the 
iconography in general was derived from Donatcllo 
low reliefs, and Verrocchio had been Donatello's 
pupil. Leonardo, Verrocchio's pupil, employed a simi- 
lar composition with cotumnatcd windows in the 
early and disputed Madonna with a Pink (Altepinako- 
thek, Munich), which if noi by Leonardo then certain- 
ly the Verrocchio Studio. Another Venetian relation- 
ship is supplied by the Merton tondo ascribed to 
Mainardi, which is lacking rhe angels but has a para- 
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pet with an open book lying on it in the foreground— a 
characteristic Venetian element. 

Of the variants no. 5 has the same mountain land- 
scape on the left as the Merton rondo (no. 5 is not the 
Ringing SN 20 as stated by van Marie and Suida 
[1949]); all the other variants have the same town- 
scape as SN 20 with the exception of the winding road 
to the gateway. The town itself is unidentifiable except 
that the octagonal building representing Solomon's 
Temple might indicate Jerusalem, identified likewise 
in Carpaecio's St , Stephen Preaching before Jerusalem 
(Louvre, 121 1). Bethlehem might also fit, since a figure 
on an ass and another walking behind (unique to SN 
20) could refer to the blight into Egypt, 

Generally SN 20 is closest to variant no. 2., hut de- 
tails vary in all, noticeably the Cross of St. John and 
the embroidery around the neck of the dress of the 
extreme right angel. 

All the variants of whatever form are usually dated 
in the last decade of the fifteenth century. 



sou rcms : Bercnson, Italian Pictures (1932). p. U3 1 van Marie, 
The It alum Schools of Pamtitlg, 1 ?, 201; Census (as Mainardi), 



n THE INFANT CHRIST AND ST. JOHN 
(fragment) SN 21 

Panel, 20.3 - 20.7 (8xgV )t ). 

condition: Losses are scattered throughout with consider- 
able abrading and rubbing of rhe paint surface. Conservation 

c. iyso si. 

PROVl-.NANCF.: Doubtful, but probably Emilc Gavet, Paris; 

William K. Vanderbih; by inheritance Mrs. Oliver Belmont, 

Newport, R.l. ; acquired John Ringiiny; through Duveen 

Ty2.S-iy. 

This fragment from a predella (?) has been generally 
accepted as by Mainardi, although it should more ac- 
curately be ascribed ro the Ghirlandaio Studio, 
sources; Census (as Mainardi). 
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Onorio Marinari 

Trained with his father, Sigismondo I di Pietro, and 
also in tlu' workshop nl Carlo Dolci. ,: He was influ- 
enced by the latter and Haldassare Franceschini. His 
career was spent in Florence. 

24 A YOUNG MARTYR sn iz9 n 

Canvas, -%.h io-.i in 1 , +:' i 

t iimii mis: Scow scattered rubbing due to Wliivkfti og in 

the past. Conservation c iyjo. 

rm>\ » HUH l : I iikiiuwn. probably London ; acuuincJ John 

Ringing. 



The martyr has run been identified. Attributed by 
Suida (1940) ro Aurelio I ami $56-1622). This is far 
too early for the style which isclenrly I'loreniine seven- 
teenth century. It is not impossible that au old attribu- 
tion to A. Lomi ma) have referred to Alcssandm 
l.onn, one of Dolci's pupils. However. Grc^on (filet 
has proposed Onorni Marinari. A Itnlith jrui Ilolo- 

ffrtws. Budapest. 21 ;. attributed to Marinari, has an 
almost identical female model posing as Judith, and 
cenamly the style of SN tiy is consistent with Mart- 
nan's documented works. 

iOURCks: Onsus as AuirJio Lumi). 
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Mariotto di Nardo, active 1394 - 
probably 1424 

Worked in Florence, possibly earlier and later than the 
dates given above, in close association with jacopo 
di Gone and certainly under the influence of Niccolb 
di PietroGenni. His later work shows the influence of 
Lorenzo Monaco. 

25 MADONNA AND CHILD IN GLORY 
WITH SIX ANGELS sn - fc 

Board (inclusive of tympanum), 194.1 yr . ^ i.-ft 1 , Jj'VjJ. 
CONDITION : Transferred from panel to masonitee. 1950-53, 
There are the usual losses running vertically caused hy cleav- 
ages in the original panel. Other losses are scattered rli rough- 
nut. The secondary seraphs have Ken reduced tn shadows 
due id uvercleaning 111 the past. Conservation 1950 5 ; 
PROVENANCE: Toscanclli (Pisaj sale. Sambon, Florence, 
April 9-i?, iSSi ino. 26 as Agnolo ( i.iddr : Dcmolle. Cans 
i.b> iit-s . « 11 h Btihler 1920s; acquired John Rmgling. 

SN 7 is based on a fresco prototype by Mariotto in 
Santa Croce (Sacristy), Florence. 

SN ? was still attributed to Agnolo Gaddi when in 
the Demotte Collection (Reinach, Repertoire ( 1905],!, 
191}. From the photograph only van Marie was the 
first to ascribe SN - tn Mariotto, and was followed by 
Berenson 1 95 1 '■ who from the lively posture and ges- 
ture of the Child observed thai Mariotto was antici- 
pating the Maestro del Bambino Vispo, named par- 
ticularly for this interpretation. Since this unknown 
Florentine was active in the early decades of the fif- 
teenth century SN 7 may be dated c, 1400-10. 

sin k< is: van Marie. R.. The Italian School* of fainting 
(1927), 9, p. 219; Bcrenson, "Quadri senza casa: il trecento 
hnrentino III," Dcdato, 9 2 1 iy*i >, pp. 12s*. 1300. pi. p. 1306 
i republished in Homeless Pu iMingi 11/ the Retiatssanee ] 1969I, 
p. 112, fig. 20O; Census [as Mariotto del Nardo). 



Gregori Pagani, 1558-1605 

Trained with Sanri di Tito and in the Accadenna del 
Disegno, Florence. In 15-9 he went with L.udovico 
Cigoli to Arezzo. For the rest of his career he worked 
in and around Florence. 



26 ST. LAWRENCE sn 130 TV 

Canvas, ioc.f. 1 14.Z (79 • 45). 

tONUi I ION : Losses scattered mostU down tht ngln h.inJ 

side of the figure. A small area bottom right comer has been 

burnt. Conservation c. ISI46. 

PROVENANCE: With Spence, 1S62; Robert Holford ; Sir 

George Holford sale, Christie, July 1 5, 191- 1110. 45 as Dome- 

niehino) -. acquired John Kiugltng. 

Attributed by Suida ( 1949) to a Florentine artist of the 
seventeenth century with the reservation that it might 
be later. Sricehia first published SN 1 50 as Pagani, the 
attribution being made by Longhi. and this was con- 
firmed by Gregori (file). However, Thiem, from the 
photograph only, thought SN 130 to be later — c. 
1640-50 — by some artist in the Dolci circle. 

There can be little doubt that SN 1 30 is by Pagani. 
Comparison with Tobias Healing His Blind father, 
Pitti, Florence, 1539, reveals the same handling and 
facial type. SN 130 has the same composition only 
reversed as the St. Lawrence forS. Maria delle Grazie 
in San Giovanni Val d'Arno dated on the frame 1600. 
The Pitti work above is dated 1604 and the Adoration 
of the Kings, S. Maria del Carmine, Florence, which 
has close stylistic similarities, is dated 1603. SN 130 
therefore can be dated confidently toe, 1604. 

sources: Ben mil R., The Holford Collection (1917), p. 46, 
pi. Nf> 'ascribed to Domenichino) ; Sncchia, F., 'Lorenzo Lippi 
nello svolgimento della pittura fumiirina della prima met a 
del "600,"" t'rttfiorztoiw, 4 i 1963), 24K, pi, 168, fig, 1 1 ; Thiem, 
C,iiregorio Vacant ' (1970), p. 65, no. A8 (as private collection, 
USA) ; Census (as Pagani), 



Benedetto Pagni, active 1520 -c. 1560 

He came from Pescia and was trained in the Raphael 
Studio. Assisted Giulio Romano in Rome and went 
with him in 1524 to Mantua to work on the decora- 
tions of the Palazzo del Te. He is recorded as still there 
in 1532. In ii33 he was probably in Florence on his 
return to Pescia. 

27 THE MEDICI MADONNA sn 34 rj_ 

{illustrated on page 38) 
Panel, 173-5- <4'-3 (68% 55%). 
condition: The painting has suffered seriously in the past. 
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1 1) c;ranacc:i The Assumption of the Virgin (SN Z4) 




40 del CAIRO Judith with the Head of Hnhfernes (sN 798) 



I"hcrc are man'r kissc-> through the whole area ot ihe Ma- 
donna's drapers . S. a tiered ■jnjlk-r k»sscs elsewhere. Conserva- 
tion IM*>], 

PROVi-NANti .: Signor Mondragone, Horcnce. c i\4<as; 
] honias sale. Christie, fehruary 4, 19*- jno. »o as Bron/mo); 
\111h Reyre; with Rohkr {as Pontonuo); 192-^-28 acquired 
|. Jin Kitting. 

1 s in nrnoMs:CapodimoiHe Museum, Naples, /-oiiMimMe.iM 

.■ /.; ttumam itJuiu dys2), no. zti. pi. 16; Museum at An, 

Baltimore, BmcMiccM J't»/ iii> I nrnJ* i<*'-.i . no. si, pi W>. 

Mnda 1944 identified both the artist and the subiect 
ol SS $4 from VasarTs description : 'a personification 
of Florence offering to the Virgin the symbols ot tKe 
grandeur of the House of Medici." The symbols are: 
:ht siv balls (coat of arms of the Medici); a genealogi- 
cal tree and two Papal tiaras (the Medici Popes Leo X 
(1513-2.1) and Clement VII (152.3-34) ; a crown (the 
Duchy of Tuscany! ; the diadem of pearls encircling a 
sheal of Valois lilies (Catherine de' Medici and I lenri 
d "Orleans married in 15*3)- Vasari had seen SN \4 in 
the house of "Stgnor Mondragone." 

Suida dated the picture somewhere between 1533 
and 1 s 4- w hen ( .ithenne became Queen of France), 
but it seems clear from the internal evidence that the 
painting was commissioned in the year of the mar- 
riage, for the Madonna holds the diadem around the 
stalk of the lilies between the two Papal tiaras. The 
prominence given these tiaras must surely indicate the 
continuing presence of a Medici Pope and Clement 
Vll did not die until 1 534. It would seem also that the 
Vladi 'iin.i is .1, ttivly holding the sy mbolsol bridi and 
bndegroom together. 

A date ot isH ^4 would fit 111 very well with the 
Pontormesque pose of the Child and the folding of 
the Madonna's sleeve. A Child in a similar pose re- 
versed is in Pagni's Holy i-jmily (Prado, Madrid*. 

Vasari "s Signor Mondragone was a Spaniard and a 
favourite til Cosimo I and may have arrived in the 
train of Elenora de Toledo when she came to Florence 
111 1U9 to marry the Duke The family remained in 
Florence for the Palazzo de" Mondragone is recorded 
by Cinclli in 1*177. Nothing is known, however, of the 
history of SN 1 14 from the H405 until the sale in 
London in 192.- 

soi R< is: Vasan, Novar.i ed is*-), \. pp. 296-iir* ;at the 
end of the Lilt - o) dulio Romano; ; Smda. \V ".. Three Newly 
Idcniifted Paintings m the Rtngling Museum,' An t« Ami-nij. 
;i IV44), 6-S. pi. p. -'; Cjmstii (as Pagm 



Alvaro di Pietro Perez, 
active c. 141 1-1434 

L.ittle is known of this amst other than that he was 
Portuguese and came originally from Fvora. He was 
working with Ambrogio di Baldest and Niccolo di 
I'tetro Cienni in the Palazzo del Cappo in Prato in 
141 1 . He was in Pisa c. 141X-20. About 1424 he was in 
the circle of Masolmo and Paolo di Stefano. He was in 
Vol terra in 142.S. 

28 THE ANNUNCIATION sn 10 n 

Panel each identical:. ii'.6 46 .- ISO 1 , 1 

t ondition: Losses throughout ihc drapers of the Madonna. 

Smaller scattered losses in the Angel. The gold background 

has suffered considerably and ihe red hole ground shows 

through extensively in both panels. 

MtOVENANCt: t-'milc Gavct, Paris; William K. Vanjerhilt, 

before 1S89; by inheritance Mrs. Oliver Belmont, Newport, 

R.I.; 1928-iy acquired John Ringhng through Duvecn. 

Suida (1949) attributed the panels to Paolo di Stefano, 
but since, Stcinweg has most convincingly included 
them in the known oeuvre of Alvaro and has dated 
them a little later than the altarpiece (Pinacoteca, Vol- 
terra) of 14Z8. 

tOVKfhs: Stcinweg, K., "Open- seonoscuitc di Alvaro di 
1'ietru,' Rii-islii d'Artr. m (1957), 4K so, tig -; ( mad (as 
Alvaro di Pietro I'erc/i. 



Pollaiuolo follower, late fifteenth 
century 

29 HKRC LIT S AND HVDRA ss 16 

Panel (gnsailk . in .- 49s no'.*, 19 

> omiition : Some scoring and abrasions ot the surface wirh 

small scattered losses Conservation I't^X. 

PROVI NAM 1 : Cornelius Vandcrhtlt, Ncvs York ; donation to 

Metropolitan Museum; Metropolitan Museum sale. AAA, 

Kbruary -, t«ji4 no ?v . acquired John Ringltng. 

The subject reprcscntsoneof the Labours of Hercules. 
The Hydra was the offspring of Typhon and I chidna 
and lived in a swamp at Lcrna. It was many-headed 
and as Hercules cut off one it grew again, but with the 

assistance ol lolaos who cauten/ed each stump, the 
hero finallv killed the monster 
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28 <SN II) 




18 <SN 10) 



There has been some suspicion that the panel is not 
genuine, but there is little evidence DO support this. 
Gilbert tile' proposed as the source for the Composi- 
tion the engraving by Roberta after a lost Pollaiuolo 
(Ortolani, 5., // PnlLmtoio [1948], Hg. 20). There is 
good reason to believe that the panel is from a Floren- 
tine I linmii workshop, for the format is consistent 
with the end panel measurements of .1 cassone, and 
the tdentical figures appear on the end panel of a 
cassone formerly in the Cook Collection at Doughry 
Housc (Borenius.T., A Catalogue nf the Paintings . . . 
The Italian Schools [1913!, 1, cat. no. 2.1 which is 
close in style to another (Uffizi, 1151) attributed to the 
Pollaiuolo Studio. It may be assumed that SN 16 was a 
discarded end panel, 
sonnets: Census as Pollaiuolo follower). 



Domenico Puligo, 1492 - shortly after 
15Z7 

Trained with Ridolto Chirland.no and influenced by 
Fra Banolommeo and Andrea del Sarto. Worked 
largely in and around Florence. Visited Genoa tor four 
months in 1 c*6_ 

30 THE VIRGIN AND CHILD WITH 

SS. BEN1GNUS AND PLACIDUS sn 18 ns 

Panel. 154.N • 170.9 (to" 1 „ 67%,}. 

condition: Minor losses alons the cleavages 111 the panel. 
Other small losses scattered throughout, particularly in top 
left. Some rubbing ol the surface <■ otiscrvalion 1955. 
provenance : Monaster i of S. Bcnipio. Genua, isifi ; Rob- 
ert Holford, London, h> tS^i; Sir George Holtnrd sale, 
Christie, July 15, w (no. 1*5) ; acquired John Ringing. 
kxhikitions; Bl, IS? 1 (no. 91 as Fra Barroiommeo);BI, 1K67 
(no. 52 as Fra Bartolommeo), 

The right-hand Saint was identified as S. Queiuiii by 
Berenson and by Suida (1949). But on the evidence 
given below (he S.nui is clearly S, Bcnignus, whose 
attributes include two spits. S. Benignus is the patron 
saint of Dijon (there were a number of French monas- 
tic foundations in Genoa). S. Placidus. a companion 
of S. Benedict, was noted for his Holy Obedience. He 
is wearing a black scapular with his white habit proper 
to the Benedictine Monastery of S, Benignus. 



Gronau was the first to propose that SN z.S was the 
alurpiece painted by Puligo for the monastery and 
Venruri published the gist of a contract dated Decem- 
ber xi, 151.5, between Chrisroforo Gr.issi and Agosti- 
110 Calvi of the Genoese guild and Domenico Puligo 
to paint an altarpiece for S. Caterina, Genoa, and the 
Monastery of S. Bcnigno, SN iS can then be dated 
1 ^26 and one of Puhgo's. last works for his will is 
dated 151". 

Since Robert Holford acquired main of his pictures 
from Buchanan it is not unlikely that SN 2.8 was pur- 
chased by Buchanan's agent Irvine when he was in 
Genoa tn 1805. The monastery had probably been 
recently sequestered like many others at that time. It 
was demolished in i N<;o to make nxim for a military- 
barracks. 

sources: Waacen.z.. 144 j* Manotto Alht^trneflt?!; Crowe 
& Civakasellc, 6, p. 96 as an arnsi bier than Manortu : 
Benson. R., I he t lolforit (jollectton 1914J. p S4 as Puligo ; 
Gronau, C } hteme-Be t ker iiyn). 2.-. p. 459; Berenson. 
lu/uFi I'utiin-y is>;i , p 4 - *. Vcntun, Sforu delt'Arte . . ., 
V'5, pp. il4> -49; Bcrcnstiti, Httrcmme St'haol (1961). 1, pf. 
1416: Vsnstti 1 as Puligo). 



Francesco Salviati, 1510-1563 

Trained with Andrea del Sarto and was influenced by 
Pontormo. lie was in Rome in the 1530s. From 1539 
to 1 ^41 he was 111 Veil ice. Between c. 1 543 and 1 548 he 
was in Florence. He returned to Rome and stayed 
until I5s4, when he went to France where he died. 

51 PORTRAIT OF A YOUTH OF THE 
MEDICI FAMILY sn 73} ft, 

Panel, 69.7 - 48.1 U7 ; i« ■ ly)- 

1 o Mil (ION Sum, minor losses due In pteviout dele .111,111 

of ihc panel. The left-hand side of [he panel has been trimmed 

.it some stage, judging Ironi old plum graphs. Coiiservaliun 

IVfii. 

HtOVEKANCl : Ginori, Florence; Pallavicini-Rosptgliusi, 

Rome, En i8m hwith Schjeffcr. New York;F. M1I0 Greene, 

New York ; donated Ringing Museum 19&1. 

tXHIHITIONs: Museum of Art, Baltimore. Bacdnauj and 

Hts Friends (1961] ,no 4(1 

The subject ol SN -\\ has been traditionally identified 
as Francesco de" Medici (born 1541) but Salviati was 
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in Florence tn i >4 ? 4*. which would mean that Fran- 
cesco was only seven years old in 154s However, the 
artist could have painted the work later, c. 1553-54, 
which would make the boy twelve or thirteen, rather 
more probable than McComb's estimate of sixteen. 

s\ ~n has been variously attributed to Bronzino 
Schul/j , to Pontormo ■ Bercnson and to the Bronzino 
Workshop (Clapp; McComb). More recently Hirst 
suggested Michclc dt Rldolti but the st\le ot SS -33 
HOBS to be much more sophisticated than Ridolfi's. 
An undated note (file) proposed Salviati and this has 
been supported b> Gregort and the ( etisus. Composi- 
tional!)' SN 753 conforms to a Salviati convention — a 
hand dropping over a helmet appears in some of his 
portraits. The helmet is quite close to a drawing of a 
helmet by Salviati in the Louvre and the face structure 
conforms with the description given by Cheney {Frarz- 
■ Sjlruti. diss.. New York [1963]. p. 41 9): "great 
.mention isgiven to the bony structure of the head, the 
chiselling of the nose and cheek bone, the marblelike 
polish of the skin.' 

sol mis: Schub. H-. />»■ Wfrkc A^nolo Bn)ttzi1os (1911). 
p v\i\; Berenson. Hurt-Mine t'jintcrs (1K96), p. t\~;Clapp, 
F. ■ JMapa Giiwi.yi dk Pimlnmto ( 1 9 1 6) , p . ij J { McComb, A .. 

■S^miliifirfrnziii" iyiS .p iii.pl ?i ■ 111 Rnspi^l licit, jllery); 
.•is >'as Salviari) 




Jacopo del Setlaio, c. 1441-1493 

He possibly trained with Fra Filippo Lippi. He is listed 
it a member of the Compagma dt San l.uca in 147Z. 
Most ot his activity was centred in Florence where he 
seems to have worked a great deal with other artists, 
for as late as 1480-K] he was working with Filippo di 
Giuliano. 

31 THE PENITENT ST. JEROME sn 17 fV 

Panel, \\.\ ■ \or i ; ' , 11 1 ,1. 

1 us. 111 liox: The most serious losses arc cmihucj n the sky 

and the Saint's drapery. Conservation lys- 

PROVtVAVi t: Emilc Gavet. Pans: William K Vindcrbih, 

before 1889; by inheritance Mrs. Oliver Belmont, Newport, 

K I . acquired John Rmgltng through Duveen 1918-19. 

While the foreground depicts the conventional attri- 
butes of the Saint at penance, in the middle-ground 



there is the kneeling St. John the Baptist. The latter 
appeared in a vision to St. Jerome staring upward at 
the Madonna and Child in Heaven. The deer and the 
falcon overhead refer to the Middle F.astern desert at 

(. alchis where the Saint did his penance. 

The panel has obviously been trimmed on the left- 
hand silL- and probably along the foot, but even so the 

measurements agar, more or less, with those of 

Jacopo \ panel St. John the iiaptist 1 National Gallery, 
Washington: Kress Cattttofftti 1, 133, K501I. It is pos- 
sible, therefore, that both formed part of the predella 
of an altarpiece, like the St. Jerome panel Museo 
Home, Florence! for the i'wt.i National Museum. 
Berlin . The Narional Gallery St. John and SN 1 - both 
share the common motifs of the deer and falcon. A 
yelping lion with a thorn in its foot appears in A 
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Wilderness tcith St. Jerome (Contessa Rasini, Milan ; 
Berensnn, Florentine Paintings, is, pi. 1099) and other 
sty lisrie similarities appear in the St. Jerome (National 
Museum, Stockholm, 1366I. 

The St. Jerome (National Museum, Warsaw, 1 1K0) 
attributed to Jacopo seems clearly derived from the 
Ringling panel. 

In a hypothetical reconstruction of the original 
alrarpiece, it may be surmised that SN 1** was the 
right-hand panel of the predella {St. Jerome is facing 
left 1 and that the main panel above was the Madonna 
and Child in Glory (St. John the Baptist is gazing not 



at the Crucifix before St. Jerome but much more 
acutely upwards}. 

sources: Bcrcnson, Itatun Pictures ; 1 s»vi). p. 1^7; Berenson. 
i'itture ttdhanc, pi. IC4; Berenson, Florentine Sdmot (1963); 
Census as Sell. 1 in - 



Sienese arrist of the fourteenth 

century 

33 THE ANNUNCIATION sn 3 

Canvas {transferred from panel), 16.5 ■ 16.5 {b''„ • (,'/.,). 

condition: Poor. Extensive major losses throughout. The 

gold background is totally lust, t unscrvation abandoned 

1948- 

provlnanci : hmilcGavet, Pans; William K. Vanderbilt ; h\ 

inheritance Mrs. Oliver Belmont, Newport, R.I.; acquired 

John Rmglmg through Duvcen 191K-19, 

Suida (1949) proposed that SN 3 was in the manner of 
Ambrogiu loren/.etti ; other opinion later favored the 
Pietro Lorcnzctti circle. There is so little original 
paint that any opinion is speculative and certainly the 
handling OI the paint that does survive is of mediocre 
quality. 

SN } was clearly a predella painting. 
SOURCt.s: Census (as P. Lorcnzelti Studio). 



Sienese artist of the fourteenth 
century 

34 THE MOCKING OF CHRIST sn 5 

Canvas (transferred from panel), 14 \ 14.; if»* , 6 ■ *>" .,„). 
condition : Kxiensive major losses throughout, judging from 
the extent of repainting. Gold background entirely lost, C.011- 

scrvaliuii .ih.iii. .limed 1.J4N. 

pkovfnanu-: bmile Gavet; William K. Vanderbilt; by in- 
heritance Mrs. Oliver Belmont, Newport, R.l. ; acquired John 
Ringling through Duvcen 1918-19. 

The type is certainly Sienese but the extensive repa lin- 
ing precludes any firm opinion. There are serious 
doubts as to whether in the original SN 5 was of rea- 
sonable quality. The small format like SN 3 above 
indicarcs a predella panel. 
sources: Census {as Sienese, fourteenth century). 



Giuliano di Simone, active 1 380s - 
142.0s 

\\ orkcd in Flounce and Tuscany. 

IS THE MADONNA ENTHRONED WITH 
THE CHILD HOLDING A BIRD sn S 

Panel, im. , ■ 444 US '"' 1 ■ 

< iiMiiiwti: The right-of-ccnirc area of the panel has major 
and extensive losses. Left of centre the looses .ire less extensive 
Nil si til serious. Nil recent conservation undertaken. 
NtoVUfAMCS: WA Bfihkr; acquired bj Mabk Ri n g fa g, 

When acquired by Mahlc RinglingSN S was attributed 
to Stamina. Suida 1 1940) suggested the Master of the 
Bambino Vispo. Mure recently Fahy {file) and the 
Census have proposed Giuliano. The attribution is 
only acceptable as to type, for there is so much ovcr- 
p.iinnng from early restoration that no serious opinion 
can be formed on what original work remains. 
IOI ki is: Census as v .niliano di Simonej. 



wealed that the figure on the left was the artist himself: 
un quadro di mezzc figure, nel quale fete vedcre il 
ritrattodi sestcsso G. B. Vanni con bu./aro hcrrctonc 
in capo, c con ricca veste . ewi anche diptnta una vaga 
donna ed un awistato giovane. che aecorda un vio- 
lino." Baldinucci's reference to Vanni* s "bizarre" hat 
would mean that it was foreign to Florence but not to 
Venice w here the artist had been in 1619. Both his hat 
and the echo of the musicians in Veronese's least of 
Catut. which was engraved from Vaunt's drawing of 
it, would suggest a date shortly after the visit c. 16 so- 
la when the artist was thirty-one to thirty-five >c.irs 
old 

There is some similarity between "the beautiful 
woman* in SN 866 and the sitter in a portrait attrib- 
uted to Martmelli (Florence, 1610 -6S), with Gallery 
Lasted, 1971. Seminati, cued by Baldmuod as the 
owner of SN 866, was a merchant of Florence, who 
originally came from Bergamo. 
soi ki is: Haldmusci. Notkk ifevi: , n, p. I ift; CrrtMts 

■ 1191 llSllJ 



Giovanni Battista Vanni, 1 599-1660 

Trained with Matteo Rossellt, Jacupo da F.mpoli and 
I riMofano Allori m Florence. He went to Rome in the 
1610s. In 1619 he was in Parma and Venice to copy 
works bv Concgejo and Veronese. He then returned 
rence for the rest of his life. 

16 A CONCERT WITH THE ARTIST 

Canvas, i us mh 4i' : <■>' 

conuition: A major kiss in the lower hand ol the artist k-ft. 

Some iiiiiiur scattered losses and some general rubbing ; tither- 

» im in good state. Conservation 1971- 

i'kovi NANt;l ; Bettin Francesco Seminar i, Florence, ifisos; 

possibly London An Market, 1960s; Baroness Glide de Mat- 

Uits.li. Sarasota; bequeathed Ringing Museum orf.K. 

SN K66 was attributed to CI. B. Vanni bv Gregori (file) 
in 19-1. The reference to SN Shh m Baldinucci re- 



Studio of Antonio da Viterbo 

37 MADONNA AND CHILD sn .50 

Panel, w.K ■ j6Ji (io • 14 ' 

i 11M1ITION: The painting is unfinished, pantcularh the flesh 
areas which were left with the green mtckrpainiiiii: and the 
features drawn m. Some of the moddftng of the drapery ts 
mompktc Otherwtsc w rrasonahk- stare I oaMTMbaa £- 

ntOVtNANa: L'nkmiWTi: acquired John Kingling. 

Attributed by Suida (1949) to Antonio da Viterbo 
iPastura) who was active C 14- S-s 509 in Umbna and 

was influenced by Pttttoncehio and Perugino; the 
latter's style seems clearly evident in SN ?o. The han- 
dling generally is not good enough for an attribution 
in Antonio himself, and SN JO is evidently an un- 
finished workshop production. 

snuiu is: Berenson. luti.iu futures (tsiU'.p W 
Antuuii) da Viterbo Studio . 
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Attributed to Evaristo Basehenis, 

i 607/ i 7-1 677 

It is more likely that the birth date of if>o- is correct. 
Basehenis trained with Salmegga, ZtMXO and Cavagno 
but was most influenced by Carlo Ceresa in Bergamo. 
Flemish, Dutch and Spanish still life paintings were 
well known to him. As a young man he was ordained 
as a priest. He seems to have spent all his life in Ber- 
gamo. 

38 STILL LIFE WITH PLATES sn 660 

Canvas, 89.5 ■ 110.6 (35' , 4- 1 ... 
inscribed: on verso of original canvas: 
C4 c 

I'aP A sig imn 
7ib(j?)as 671 (vertical). 

CONDITION : The canvas was trimmed at some stage on Kith 
sides and the top. Some rubbing overall from early ovcre lean- 
ing hut otherwise in reasonable siate. Conservation 1963. 
variants: Currier Gallery of Art, Manchester, N.H. (ex 
Clifford-Smith Collection) ; Palacio do Bellas Artes, Havana 
(ex private collection, Holland); Gallon a Lorenzelli. Ber- 
gamo; Sothcby sale, December 8, 1971 (no. 66). 
I'RovF.NANt i : W ich Tomas Harris, London, i93R;wiihDur- 
lacher, New York; acquired Ringling Museum 195 1. 

SN 660 was attributed to Juan van der Hamuli when 
acquired in 1 y> 1 , on the basis of the variants at Man- 
chester, N.H., and Havana, which were attributed to 
van der Ha men by Gwynne Jones {Introduction to 
Still Ufe Painting [1950], pp. 70-71, pi. 67) and Ster- 
ling Stilt Life Painting, ind ed. I1959I, pi. 6>K The 
Sothcby variant was similarly attributed following the 
above two and the Ringling work. However, the 
variant at Bergamo is attributed to Basehenis. 
Jordan (file and 'Juan van der Hamen y Leon," 



Marsyas, ii [ 1964-65), >2-<>9) has pointed out the 
obvious discrepancies in composition between signed 
works by van der Hamen and SN 660 and the variants : 
the general shallow spatial area in which still life ob- 
jects are set by Spanish still life painters like Cotan, 
Zurbaran and van der Hamen. In his opinion SN 660 
was not by a Spanish artist and cited rhe Bergamo 
variant attribution to Basehenis as being much more 
convincing. In 1 950 Gwynne- Jones [op, at,] in attrib- 
uting the Manchester, N.H. , variant to van der Hamen 
quoted Borenius' opinion that he thought it was by 
Basehenis. 

Seemingly it has been the motifs in SN 660— the 
knife, the sugared biscuits, the halt-peeled fruit— that 
have been the basis of attribution to van der Hamen a 
work with Vcngraf, London, 1969, ex Chigi Collec- 
tion, Rome, was attributed on this basis). 

Jordan is absolutely correct in his rejection of van 
der Hamen and the artist of SN 660 is certainly Italian. 
Obliquely set lines of plates occur, for instance, in two 
works by Mania Preti (feast of Dives, Galleria Nazi- 
onale, Rome, and Feast of Absalom, Capodimonte 
Museum, Naples) painted after he had returned from 
Bologna and North Italy. 

Two works by Basehenis {Still Life with Lmit, 
Poletti Collection, Milan, and Kitchen Still Life 
[signed], Brera, Milan) have similar fruit and sugared 
biscuits, and the emphasized perspective typical of 
Basehenis. There is, however, some reservation on a 
firm attribution since in general the tonality in most 
works of Basehenis is quite warm whereas that of SN 
660 is cool, but this may be accounted for by the fact 
that SN 660 may represent an earlier stage in the de- 
velopment of Basehenis. 
sources: Census (not listed), 
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Bartolomeo Bettera, 1639 - after 1687, 

before 1700 

The source of his training is unknown, but he certainly 
worked in Bergamo as an imitator of Evaristo Bas- 
chenis. 0. He is known to have worked in Rome and 
settled eventually in Milan by 1687. 

39 STILL LIFE WITH MUSICAL 
INSTRUMENTS sn 658 n. 

Canvas, 91.1 - 1 10.- ?h •"• „ 4- 



CONDli'lONi Scattered losses throughout due to an earlier 
flaking condition; otherwise m reasonable state. Conserva- 
tion 1951. 
I'kovi NANt.t : A. Everett Austin; donated (singling Museum 

I9S1. 

SN 658 was previously attributed to the Baschems 
Workshop, but Gregori (Hie) proposed Bettera. On 
comparison with his signed works the carpet design 
and weave is the same in SN ft vS. as is also the arrange- 
ment of the instruments. 
souRCts: Census (as Bettera). 
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Francesco del Cairo, 1 607-1664 

Trained with Monv/./.one in Milan. Worked in Milan 
until C 1M5 when he became court painter at Turin. 
He visited Rome C 1639-39. He returned to Turin 

where he remained until 164^-aS, when he moved 
back to Milan. His work deteriorates in the last deeade 
and a hall of his life. 

40 JUDITH WITH THE HEAD OF 
HOLOFERNES sn ?9«+ 



Canvas., 119 ■ ^4. 1 (4ft 7 , t- ' .■ 

condition: Sume minor losses m the lli-sh areas of Judith; 
otherwise 111 p>od condition. 

VAUAM 1 : A * inant nf the same M/e inscribed 1.V r.\ \MT 
F' T i«( })oo, Jean Jacques Lirpuicr t direction, Hzcs, France. 
Mt OVmAM Ct: Ciumiar A. S.ulolm, Ctipcnhagen, c. i>K-r. 
with GaBer) LasSMl, London, 1966; acquired Ringling Mu- 
seum. 

exhibitions: Milan, II Seucnto Lttmbardo (Catalog" dei 
Jipmli edclle Sculnire \f\ . p. ~\ ino. 196.pl ii- 

Dcl Cairo's oeuvrc is still tn a state of flux and al- 
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though SN 79K is generally accepted as by del Cairo 
both Brunori and Cannon -Brookes have proposed 
rhat not all the works of this character can be by del 
Cairo. SN 798 is closest in style to the Sybil, City An 
Gallery- Bradford, and the Sybil-like Judith wears the 
same kind of" turban. Brunori raised doubts about the 
rurban since this is unusual in del Cairo's women who 
arc generally hatless or wear conventional headdress 
She proposed that either Morazzone or Nuvulonc 
might be the correct artist. But neither of these seems 
a convincing alternative and Cannon-Brookes tenta- 
tively referred to Gregori's Maestro della Buona Ven- 
tura, whom she defined as being an anonymous artist 
influenced by Morazzone and working close to del 
Cairo. 

SN 798 is generally dated c. (630-35, during the 
first Milanese period ol the artist. 

The variant at Lizes seems from the photograph to 
be a repetition of SN yyK except that the chain on 
Judith's bodice is different. The modelling of the 
servant's head and neck in the variant is not so as- 
sured, which may point to anothct hand. Nicolson as 
reporred by M. Larguier (file) thought the inscription 
might tefer to a marriage. The initials AM might in- 
deed refer to Alessandro Mari (1 650-1 -07) of Turin 
whom Lanzi mentions as a celebrated copyist in Milan. 

sources: Brunon, M_, "In spigolarure in margme al del 
Cairo,' Pantheon, n (1967), 105-106; Cannon -Brookes. I'.. 
iMmi/jrd Pjmtmgs c . l$9$-c. 1 (> to Art Gallery, Birmingham. 
U.K., 19-4). p. 143, pi. p. 88; Census (as del Cairo). 



drawing : Preparatory drawing, brown ink and wash height- 
ened with white. ;i.( • 34.9, Ringling Museum of Art, SN - io. 
1'rovenance: Unknown, probably London as Parmigianino; 
acquired John Rmgling. 

St. Lucy was a martyr of the early fourth century a.d. 
in Syracuse, Sicily. An apocryphal story relates how 
she removed her own eyes so that her lover who ad- 
mired them would leave her to lead a devout life. Her 
eyes were later restored by God. St. Lucy is the pro- 
tectress against all ophthalmic diseases and also of 
poor workers. 

SN 51 was attributed by Suida (1949) toGirolamo 
Bedoli Mazzola, but almost correctly to Antonio 
Campi by Bologna. The acquisition of the drawing, 
very clearly by Bernardino as Zen (file) pointed out, 
confirmed the present attribution. 

The main changes made in the painting are the 
position of St. Joseph's head and the lamb on the par- 
en included with the eyes ami knife in the drawing 
has been omitted. There are some differences in the 
drapery. 

Bernardino's fresco St. C.caiia, S. Sigismondo, Cre- 
mona, date 1566, is a little more mannered in stvle 
than SN 52, which could be reasonably dated e. 1555- 
60. 

sortu I v Kolngnj.L.'AniiHliof .inipi.' ?".;'■.; j';.>:- . _; : \tf%y , 
Yi : Census (as Bernardino Campi). 



Bernardino Campi, 1522-1590/95 

Trained with Giulio Campi in Cremona. Moved to 
Mantua where he worked with Ippolito Costa, and 
was influenced by Giulio Romano and Correggio. 
After working on commissions in Como and Milan, 
he settled in Cremona in 1 562. 

41 THE HOLY FAMILY WITH ST. LUCY 

SN Si fly 

Canvas, 197- • 115.4 177*'« " 49 1 /*)- 

i omhtion: Losses Jul- in a tear on Madonna's right shoul- 
der. Other losses by St. Lucy's head and in the upper back- 
ground. Conservation 1444 



Imitator of Daniele Crespi 

42 ST. FRANCIS WEEPING sn 741 

Canvas, 67.5 ■ 55.9 (z6*/ u <ai). 

i omuiion: C .cncliilK m nood stale ;i]iarl troin some ovei 
painting in the background. Conservation 1962.. 
I'liovi'NANCi : Cnstiglione Husio Arsi/.io, near Milan; by in- 
heritance the Castiglione family, Canada (1909) and Florida; 
donated (in memory of Victoria Castiglione by theCastigliotie 
and Consonni families) Ringling Museum, 1961. 

By family tradition for generations attributed to 
Daniele Crespi whose hometown was Busto Arsizio. 
However, the handling of the paint is too coarse and 
the modelling too uncertain for SN 741 to be by Crespi 
himself. SN 741 is by a later imitator, 
sources: Census as Bologna, seventeenth century . 
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43 gaudenzio ferrari The Holy Family with a Donor (SN 41) 




50 i.uini The Madonna and Child will? SS. Sebastian and Roche (sn 37) 




♦" 




^; S4. H.ilsiy. I -.. Gaudenzh Ferrari (1904). pp. X6, ijj, 
frontispiece; Bcrcnson. North Italian Painters (190-), p. 11-; 
Vcnturi. Stori.i dell'.irte . . . , 9 2. p 85O, pi. 6Xs; Weber. S . 
( .judenzto Ferrari (1917), P- 94; Brizio, A. N., 'Trc dipinn di 
(.■audenzio Ferrari,' Studies Dedicated to Wilhelm Swtfa 
(1959), p. ijo; Moccagana. V., "Due note Gaudcnzaanc,' Arte 
I omharda, 4 (1959), 170-171 ; Vialc, V., Gaudenzio ierrari 
1969). p. 6S. rig. -?. pi. 2X; Census (as Gaudenzio Ferrari). 



Domenico Fiasella, 1 589-1669 

Trained with Aurelio Lomi and G. B. Paggi in Genoa. 
C. 160- went to Rome where he remained unrilc. 161- 
when he returned to Genoa. Apart from a visit to 
Mantua in i6ts he remained for the rest of his life in 
Genoa. 

44 CHRIST RAISING THE SON OF THE 
WIDOW OF NA1N sn 112 K 

45 CHRIST HEALING THE BLIND sn i i ; T 

l anvas. 169.1 • 175.1 (106 • 69) (SN t»l). 

Canvas, i-X.a • 1S1.5 (109% 7t 7 /J (sn 113J. 

condition: In generally good state; some small scattered 

losses and general rubbing. Conservation 1965. 

drawim. : The figure bending forward with the cap Black 

chalk heightened with white, }6o ■ 2,30, Palazzo Rosso 1 11 19J ; 

Binghamttm. 19-1, Genoese Baroque Drau-m^s (no. $4). 

im.kumi: Cboix Ae grat'tires a Veau forte d'.ifncs US 

pemtures OfigmaltS et les marbres de la galerie de liuien 

Bonaparte, London. 1X11. pis. 91 and X9 (as Annibalc I .ir 

racci). 

I'ROVKNANt 1 . Palazzo Giustiniani. Rome (c. 1610 -c. 1X04); 

King <>t Prussia •; Lucien Bonaparte; by inheritance Duke tit 

1 ucc.i; Robert Holford; Sir George Hulford sale, C .hristie, 

July 15, 192- [no. )6); acquired John Ringling. 

1 xnntmoNs: Bl, 1X5; (nos. 46, 58, as Annibalc); HI. 1H6- 

(110. 911 as Ludovico); Dayton-Sarasora-Hartford, Genoese 

Misters (19M) (no. ?i [SN mi|). 

The subject of SN 1 11 is from Luke 7:11-16 when 

Christ restored to life the dead son of a widow outside 

the city gate of Nain. The subject of SN 1x3 is from 

Luke 7:2 1-22: Christ continues his healing and 'unto 

many that were blind he gave sight.' 



Salerno identified SN 1 12 and SN 1 1 3 as b\ Fiasella 
after a century and a half of their being attributed to 
one or the Other of the Carracci. Fiasella or II Sar/ano, 
as he » as called in Rome, came to the notice of Vin- 
cenzo Giustiniani (a fellow Genoese) through Pas- 
signanoand d'Arpino. Both SN 112 and SN 1 1 ; exem- 
plify, in their synthesis of Caravaggio, the Carracci 
and Guido Rem, Vincenzo's own opinion that these 
artists represented the most perfect way of painting 
(vide Vincen/o's well-known essay letter to Amay- 
dcn). The reference by the Mannings (Exhibitions, 
1 963) to the influence of Reni's Christ Giving the Keys 
to St. Pettr, Musee Rigaud. Pcrpignan, is inadmissible 
since this work is now dated 1622, some years after 
I i.isdla had returned to Genoa. The obvious sources 
were virtually next door to the Palazzo Giustiniani, 
Caravaggio's St. Matthew cycle and Domenichino's 
St. Cecilia cycle in S. Luigi dei Francesi. Since the 
latter cycle was completed by 161-, SN 1 12 and SN 
1 1 ; were probably completed c. 1615-16 to account 
also for the maturity of their execution. 

Such large paintings, and both concerned with heal- 
ing, might imply that they were originally commis- 
sioned for the chapel of a hospital— the most obvious 
being that attached to S. Giovanni de' Genovest, the 
Genoese church in Rome. 

On the provenance, Buchanan reported that SN 1 12 
and SN 1 1 \ had been purchased by the King of Prussia 
from the Giustiniani Collection. If this is correct then 
Lucien Bonaparte acquired them from the King. 

SOURCES: Koma antica t modema, 1 (1750), p. 550; de la 
Lande, \L. \ 'oytgS en Italic, j, 1 1-90), p. 126; Vasi, Itinerant) 
mstruttwo di Roma, 1 (1X04), p. 545; Guartani, Gallena del 
Senator* Luciano Bonaparte (1S0X), 1, 85, 89 (sn 111 as 
Agostino, sn 113 as Ludovico); Buchanan, \V., Memoirs 0/ 
Painting . . . (1X14), 2, pp. X3, 85; Rosini, G., Storia dell.i 
pitturaitahatut ( t KsiJ.p. 7 (sn 1 1 } as Ludovico), pi. 6 ; Waagcn, 
Galleries and Cabinets of Art in Great Britain (London, 1857), 
p, 101 (as Agostino and Ludovico Carracci); Benson, The 
Holford Collection (lyi - ). p. 44, pi- 80;. Salerno, 1.., 'The Pic- 
tine Gallery of Vtncenzo Giustiniani,' Burl mat on Magazine, 
102 (i960), 1-, 101, nos. 161. 161, figs. ^5, 36; Moir. A.. I be 
Italian Followers of Carai'aggio (Cambridge, Mass., 1967), 
pp. lyX 199. tigs. 148. 249; Census (as Fiasella). 
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Gaudenzio Ferrari, c. 1480-1546 

Trained by masters of the Piedmont and Lombard 
Schools. Influenced by Leonardo, Peruginoand Man- 
tcgna, later by Luinr and Correggio. His early activity 
was centred around Vercelli and Vnlduga, but by c. 
1539 he was a resident of Milan, where he remained 
until his death, 

43 THE HOLY FAMILY WITH A DONOR 

SN 41 1 

Panel (enlarged by strips on both sides and foot), 153.6 x 1 15.6 
(6oV» a 4jV a ); original size 150.9,- 113 (59 : V fl • 44 V 2 ). 
condition; The panel has a slight convex warp. The most 
serious losses are in the lower part of the Madonna's drapery 
and in that of St. Joseph. Conservation 1968. 
drawing: A preparatory drawing, possibly [or she head ot 
the Madonna (black and colored chalks on blue paper, 292 < 
241 mm), with Slatkin Galleries, New York, 1962. 
variant/copies: Identical, except that sky is visible above 
the putti, formerly French Royal Collection, 1729; engraved 
J. B. de Poilly, c. 1727-28, in Crozat, P., Receuil d'estampes 
d'apres les plus beaux tableaux . . . dans le cabinet dtt my, 
dans cehti de mons. le due d'Orleans (Paris, 1729), pi. Si ; nn- 
traced. Without the bishop and differing in other details, 
Musee de la Benedictine, Fecamps. Copies: (1) with Carlo 
Borromeo replacing the bishop, S. Agostino, Creniona, attrib- 
uted to Stefano Lambri; (i) without the bishop. Landau sale, 
Fischer, Lucerne, June 1-5, 1948 (no. 2249). 
provenance: ConteTivema, Milan, until after 1M0: v\ uli 
Farrer, London ; Robert Holford by 1845 ; Sir George Hi il ford 
sale, Christie, July 15, 1927 (no. 49) ; acquired John Ringling. 
exhibitions: Bl, 1.H45 (no. 10); Manchester AT, 1857 (no. 
235) ; RA, Winter 1887 (no. 137) ; New Gallery, London, Early 
Italian Art (1893) (no. 216); BFAC, Milanese Art, 1898 (no. 
52) ; Turin, Mostra di Gaudenzio Ferrari (May 1956) (no. 1 5). 

The Ringling panel and that formerly in the French 
Royal Collection have been, in the past, inextricably 
confused (videSuida [1949]). Since Moccagatta's note 
on the existence of a copy, attributed to Stefano 
Lambri, at Cremona, it has been clear that the Ring- 
ling panel was still in the Taverna Collection until at 
least 1 6 1 o (the year of Carlo Borromeo' s beatification ; 
see Copies). Thus the lost work (see Variant) was a 
repetition. The existence of a repetition in the French 
Royal Collection may be accounted for by the fact 
that Francesco Taverna was ambassador at the court 
of Francis I, first in 1516-18 and secondly in 1528 (a 
terminus ante quern for the Ringling panel), when he 
could have taken the version with him as a gift. The 



subsequent history of the French version is that it 
passed into the collection of J. B. Ltienne of Brussels 
who later sold it to an English collector. 

Of the earlier commentators, Colombo noted that 
the composition of the Ringling panel was based on a 
lost fresco by Caudenzio at Arona (Chicsa parrochi- 
ale) and Halscy identified the Donor as Arciboldi 
Taverna (a traditional identification for which no 
proof has appeared). 

Vial e connected the panel with a Pentecost by Gau- 
denzio (published by Crozar, pi. 82 ]sce Variant j), 
which also included a bishop donor and was acquired 
by Mazarin from a church at Vigevano, suggesting, 
perhaps, that the two paintings were part of a single 
commission. 

There has been some dispute over the dating of SN 
41. Halsey gave 1521 and Malle (Turin, 1956; see 
Exhibitions) also favoured the early 1520s, but Viale 
and most other recent opinion prefer a later date, 
1518-30. The earlier date, however, deserves consid- 
eration, for The Mystic Marriage of St. Catherifie, 
Duomo, Novara, c. 1 525, makes a decided hreak with 
earlier works with its more acutely posed heads and 
figures. The Ringling panel is in comparison much 
more stable and naturalistic, providing a logical cli- 
max, in its superiority of execution, to a work of c. 
15 16 {The Madonna and St. John Adoring the Child, 
centre panel, Ancona, S. Caudenzio, Novara) ; and a 
drawing (Biblioteca Reale, Turin, sm 16149} closest in 
detail to the Ringling panel has all the figures crowded 
into the front plane and the angels by the Child over- 
large in scale. Since there is also a relationship of 
motifs between the engraving after Mantegna's draw- 
ing for his Virgin of the Grotto (Uffi/.i), and SN 41, 
which Leonardo had also used for his two versions of 
The Virgin of the Rocks (Louvre and National Gal- 
lery, London) of c. 1506, one may see the Ringling 
work, therefore, although retaining traces of Man- 
tegna's influence, assuming a full Leonardesque ideal- 
ized naturalism, and representing Gaudenzio's inter- 
pretation of the High Renaissance style which would 
have to come in the early 1520s prior to his Mannerisr 
phase of c. 1525. 

sources: Bordiga Si Pianazzi, Le Opere del pittare e plastifi- 
caiore Caudenzio Ferrari (Milan, 1825); Waagen (1S54), p. 
19ft; Frizzoni, G., Arcbivio storico italiano (1880), p. 47; 
Colombo, G., Vita ed opere di Caudenzio Ferrari (1881), pp. 
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;l q; Hobcy. F ■-, i-Judenzni rerrjrt (1904). PP "*• IJ5> 
frontispiece; Berenson, North lulijn Painters yO"). P — ~; 
Vcniun. Stnrut deil'jrte . . . , » 2- p. H*o. pi 6Xs ; Weber. S .. 
l.judenzm herran 1 1927L P- 945 Bn*io. A N., " Trc diputti di 
Gaudcraiu Ferrari," Studies DeduMed to Wiiheim Susdi 
)V59!. p i W, K , H*"gr* 11 . V.. Due mire t. judouunc.' Arte 
lomi/urJj. 4 is-ss" . i _ = -i - " ; Vut - V.. lijudenim frnan 
pi. 28; 0»is»ri ias Gaudermo t-erran). 



Domenico Fiasella, 1 589-1669 

Trained with Aurelio Lomi and G. B Paggi in Genoa. 
C. 1 607 went to Rome where he remained until c. ttf 1 7 
avhen be returned to Genoa. Apart from a visit to 
Mantua in iM c he remained for the rest ot his life in 
Genoa. 

44 CHRIST RAISING THE SON OF THE 

WIDOW OF NAIN sniii * 
4s CHRIST HEALING THE BLIND sn tijJL 

(. .mvJS, 169.1 • 175-1 {106 6y sMIll, 

Cawaa, 17I 4 >8^5 (109% • 71 'g (** ml- 

1 iiM.lt ion In sidicrjily good stale; some small scattered 
losses and general nibbing- Conservation i*>s 
DtUKVMG: The Spur* bending forward with ttw k jp Black 
S ha I k. hcijihiened » nh v* Kite. ?Ao 2 to, P aLu/» Rov*> ta 1 9 ■ ; 
Bin^hamum. in, Genoese Hiro^ue l>rMnnK} no. taj- 
IKCKAVin: Ciwux J* gnnwr* j /Vow /<Wi' Jjfires ks 
pemtures ortf>mjles et les mxrbres de U gjierie de l-uaen 
IU.n.i furif. London, iSii, pis. S*« and *»* as Anmhalc Car- 

MUM 1 nam l - l'ala/7oGiustiniani.RiiiiH- |( 1610-c. 1*04); 
Kinp ol Prussia : ; Lueicn Bonaparte; b> inheritance Duki. of 
Lucca: Robert Holford; Sir George Holford sale. Christie.. 
]ul> k. I'll- ii«- i* .•; acquired John Kindling. 
ixniuriioNs: BI, iK*s (nus. 4(1. S». as Aaflftak); Bl. 18A- 
[IM .,n .is I uduvieix; Uayton Sarasota llanlord, Genoese 
Masters (196)) (nt.. jj [SN iu|), 

The .subject of SN i IX is from Luke 7:1 1 16 when 
Christ restored to life the dead sou of a widow outside 
the city gate ol Nain. The subject of SN 11) is from 
Luke -:it-n : Christ continues his healing and "unto 
main thai were blind he gave sight * 



Salerno identified SN nz and SN 1 1 1 as by Raselta 
jfter .1 eeimiM .uul .1 half ot [heir heme attributed r^ 
one or the other ol the Carraeti. Fiasella or 1 1 Sarzano, 
as he u.is called m Rome. l,; 1 "'. to thi nonce oJ Ym- 
cctizo Gtustiniani (a fellow Genoese through Pas- 
sign ano and d'Arpino. Both SN 1 12 and SN 1 1 icxem- 
pliiv, in their synthesis of Caravaggio. the Carrac..! 
and Guido Rem. Vmeenzo's own opinion that these 
artists represented the most perfect way of painting 
vide Vinccnzo's well-known essay letter to Amay- 
den). The reference by the Mannings I xhihitums, 
i*,-, to the influence of Ron's Christ Gkmg the Keys 
to Si . Peter, Mliscc R igaud. Perpignan, is inadmissible 
since this work is now dated if>n, some sears after 
Fiasella had returned to Genoa I he oh\ ions sources 
were virtually next door to the Palazzo Giiistiniam, 
Caravaggio's St. Matthew cycle and Domeiiichmo's 
St. Cecilia cycle in S. Luigi del I'laucesi. Since the 
latter cycle was completed by 101-. SN 1 11 and SN 
1 1 \ were probably completed c. tfiis ifi to account 
also for the maturity of their execution. 

Such large paintings, and both concerned with heal- 
ing, might imply that they were origuulK commis- 
sioned for the chapel of a hospital the most obvious 
being that attached to S. Giovanni de* Gcnovesi. the 
Genoese church in Rome. 

On the prov enance. Buchanan reported that SN 1 11 
and SN 1 M had been purchased by the King of Prussia 
from theCiustmiam Collection. If this is correct then 
Lucicn Bonaparte acquired them from the King. 

sin Hits Komj jntica e modern*, x (17*0). p. 550; de b 
Lande, M . V nvj«e en lulie, , 1-901, p H6; Vasi. Inner jho 
mstruttnti di Roma, i iS=4 . p. , 4 s; l.iiaitani, Cdiera del 
Senjttrrr f M J1H tWjpJrtr (1R08), 1, S<. ^ (SN Hi as 
Apostino, ss nt as Ludovko) ; Buchanan, W., Memoirs of 
Paintittf> . . . (1814). 2. PP- K J- "*S« R*»m>- C , SJI..M delli 
fnliurj lUtMU [ 1 Sti),p-7 (sn 1 13 asLudtivicoJ.pl.f^Waagen, 
Gaikrist mi t \ibtm-is of Art in Grant Britain (London, 1 857). 
p. 101 ins Aaosciao and Ludovico Carraod)) Eknson, Ike 
HoifordColkction '1917), p. 44. pi. k°; Salerno, L, 'The Pic- 
ture Gallery <il VinceimiGiustini.1111.' litirlm^iti MagtS&ne, 
101 (i*)fto), 1-. 101. nos. 161. 162. fijis. JJ, ft; Mi>ir. A.. The 
(tafia* fottotam ■</ Cobmbj8jki "Camb«fc%e, Mass,. 1967), 
PP 1 '>« t«w, h'tls. 148, 249; Censm as I lasillai . 
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i( ,4; Halscy, K„ Gaudetmo terrari (1904). pp. "6, »33- 
hrmtispicec, Bcrenstw. North Italian Paatfm 1907 , p -i". 
\ iiiiun. Stark Jfll-irtc ,..ii.p «w, pi. StyiWthcr, S.. 
Qatdenzm Ferrari 1 19*7), p- 94; Bn/.io. A. N.. "Trc dipuui Ji 
i.audcn/ni Ferrari,' SWim Ofdwifti M U'l/Mm Siuiii 

luW: , p, no; Moccagatta, V.. 'Due note Gauderoiane,' Arte 
iianbarda. 4 f**v . i-=-;-i . V.A. \ . (..W.-n;/.- Ferrari 

iyi^.P ac.hg.--,. pi. 2S;Crn»*tasGaud«wio Ferrari). 



Domenioo Fiasella, 1589-1669 

1 tamed with Aurelio Lomi an J G IV Paggi in Genoa. 
C. 160? went to Rome where hi remained untile. 1617 
when he returned to Genoa. Apart from a visit to 
Mantua in 163s he remained for the rest of his life in 
Genoa. 

44 CHRIST RAISING THE SON OF THE 
WIDOW OF NA1N sn 1 tt " 

45 CHRIST HEALING THE BLIND -m it}lU 

l .im.is, i'.>i i i-^-i '106 69! iss iii 1 - 
i.im.^,-S 4 lib.; (109* . -1". ItSHItJ 
condition: In generally good state; vunt small scattered 
losses and general rubbing. OUMMI'MIJOH 19*>. 
NtMPtMG: The rigure bending forward with the cap Black 
dbdk heightened with white. J60 • no. Pataj/o Rosso mn ■ 
Rmghamnxi, i«ri. t rfrotsr Baroaiw Drjumgj (no. $4). 
i\lmuik C/wmx de grawm J Ttvai /brte d'apres Us 
prmturti on%inJes et fcs marines de U gatene de l-utum 
fionaftane. Lonckin. iSii, pfe. 91 and Sy a* Anmbalc Cor- 
ned 

rnovi nam t Palazzo Giusnniani. Rome (c 1610-c. 1804): 
Kiiij; nt Prussia?; Lucien Bonaparte; b\ 111h1.Ti1.1iKi.' Duke ut 
I ikcj; Ruben Hnltnrd; Sir GtOt& Hollord sale. Christie, 
July 15, 191- (no. 16); acquired John Riugling. 
EXHIBITIONS: Bl. iK,* nos. 46, s*. -is Aimih.ili- ■; Bl. iXA- 
(110. .,1 1 .is I uduviai); D.iwon S.ir.isuia H.iniurd, lienoese 
AWew U%*i; mi'. ?• [SN ml). 

The subject of SN 1 12 is from Luke 7:1 1-16 when 
C ;hnst restored to life the dead sou of a widow outside 
the city gate of Nain. The subject of SN 1 1 j is from 
Luke 7:21 -ii : Christ continues his healing and "unto 
many that were blind he gave sight.' 



Vilerno identified SN 1 11 and SN 1 1 3 as by Fiasella 
after a century and a half of their being attributed to 
one or the other of theCarracct. Fiasella or II Sar/ano. 
as he was called in Rome, came to the notice of Vin- 
COMBO Guisiiniani a fellow Genoese through Pas- 
signano and d'Arpino. Both SN t ti and SN 1 m exem- 
plify . in their synthesis of Caravaggio. the Carracci 
and Guido Rem, Vincenzo's own opinion that these 
artists represented the most perfect way of painting 
ividc Vincenzo's well-known essay letter to Amay- 
den). The reference by the Mannings (Exhibitions. 
1963) to the influence of Rent's Chnst GJWHg the Keys 
to St. Veter, Musee Rigaud, Perpignan. is inadmissible 
since this work is now dated 1622. some years after 
Fiasella had returned to Genoa. The obvious sources 
were virtually next door to the Pala/.za Giustiniani. 
C.,11 avaggio's St. Matthew cycle and Dotnenichmo's 
St, Cecilia cycle in S, Luigi dei Franccsi. Since the 
latter cycle was completed by 161-. SN 112 and SN 
1 13 were probably completed c. 1615-16 to account 
also for the maturity of their execution. 

Such large paintings, and both concerned with heal- 
ing, might imply that they were originally commis- 
si, ned for the chapel of a hospital -the most obvious 
being that attached to S. Giovanni de' Genovcsi. the 
Genoese church in Rome. 

On the provenance, Buchanan reported that SN 1 12 
and SN 1 1 3 had been purchased by the King of Prussia 
from thcGiustiniani Collection. It this is correct then 
Lucien Bonaparte acquired them from the King, 
sonnets: Roma anlura e modem*, 1 I7J0 . p <;\C; de b 
I aiide. \l . \ 9/HJ/i m lulu; ; i"vc . p iih; \'jsi. ittnerario 
tnslruUn-« di Rt.tHj. i '1804), p. Mt i liuattani. CuUenj del 
Senator, f 11, win. Hotup.ir. t, «5, Sv IsN 1 12. as 

Agostino. sn 1 n as Ludovjco) ; Buchanan, w . Mrmtnrs of 
f'./nifiMX iHi4), 1, pp. 8j, 8-t; Rosini. v, , S/<.riJ delta 

p&tttmiUtbm (iX52),p.7 (sn 113 as Link <\ ICO] . pi .6 : Vi aagen, 
Gall Fin and (.'.ahmeis of. Art in Great Unlaw (I undon, 1K57). 
p. 101 (as Agtistmo and UtdoviCO (...inacci); BeOBOtt, The 
I lolford ( '.altection ( 1 927), p. 44^ pi. Ho I Salerno, I... 'The Pic- 
ture Gallery of Vfacenzo Giustiniani,' liurlinK<"" M^ptswtc, 
102 (is*oj. 2-, loi, 110s. ifti, i6i. Hps. u. Vh; Mnir. A.. The 
Italian hdlowen <»/ Carauaggn> (s^anvbrtclge, Mass., i»(*»7)> 
pp 19S lyv, fi|ts. 14X. 149; Census (as Fiasella 
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Fede Galizia, c. 1578-1630 

Trained with her father, Nunzio Galizia, a miniature 
painter originally from Trento but resident in Milan. 
She earned a reputation as a portrait painter early in 
her career. She was also influenced by Agostino Car- 
racci/' 

46 JUDITH WITH THE HEAD OF 
HOLOFERNES sn 684 ft. 

Canvas, 110.5 > 94 (47'/,, < 37). 

signer/dated: Fede Galizia J596 on the sword blade. 
condition : Generally in good condition. Conservation 1969, 
VARIANT: Canvas, 12,3X92., signed and dated 1601, Galleria 
Borghese, 1:65. 

provenance; Palazzo Reale, Turin (?); Hinman, Maine; 
Logan Smith, Sarasota ; Jacob Pulak, Sarasota ; donated Ring- 
ling Museum 1969. 



exhibitions; Art Museum, Worcester, Woman as Heroine 
(1972) (no. 11). 

Delia Pergola (Galleria Borghese i dipinti, 11 [30]) 
tentatively identified the Borghese variant w r ith a 
painting listed in the Cardinal Salviati inventory of 
1612. Another version (possibly SN 684) was noted by 
Bortari {Fede Galizia [1965I, p, 28, n. 14}, citing an 
inventory entry of the Palazzo Reale, Turin, by the 
Roman artist Antonio delle Cornia : 'Giudit gioiellata 
col capo di Holofeme in tin cartino'' {vide Vesme, A., 
'La regia Pinacoteca di Torino,' in he Gallerie Nazio- 
nale Italiane [ 1897], in, 53, n. 469). 

The later Borghese variant differs somewhat in 
style and numerous changes have been made in the 
details of the dress, etc. 
sources: Census (not listed). 



Genoese/Venetian artist of the 
seventeenth century 

47 CHRIST DISPUTING WITH THE 
DOCTORS sn £47 ru 

Canvas, in .4 - 171.1 (47 la / ie > 67%). 

condition : The canvas is buckled along die bottom. Minor 

losses scattered throughout, and along all the edges. Darkened 

varnish. Conservation 1946-49. 

provenance: Anon, sale, Christie, May 23-2.4, 192.8 (no. 

286 as Piazzetta) ; with Bohler; acquired John Ringling, 

SN 147 was attributed by Suida (1949) to Andrea 
Vaccaro but most recent opinion has rejected a Nea- 
politan origin. The color generally is clearly Venetian 
but there are also non-Venetian characteristics. Chia- 
rini suggested a Genoese artist working in Venice, 
possibly Giovanni Batrista Langcrti (1635-1676) who 
trained with Giovanni Francesco Cassana, another 
Genoese, after his arrival in Venice in the 1650s. A 
comparison of types and motifs can be made with 
Langetti's Joseph interpreting the Dreams of Pha- 
raoh's Butler and Baker, Bob Jones University, which, 
significantly, was previously attributed to Ribera. So- 
prani and Ratti {Vitede' pittori . . .genovesi [1768], n, 
22) in fact record a painting of the same subject by 
Langetti, on the left of the high altar, 'nella Chiesa 
dclle Terese," Venice, but since the authors speak 
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highly of its quality, n can hardly be identified with 
SN 14-. If Langcni is the artist SN 147 would have to 
bean early work to account both tor the rather uneven 
quality .mi\ the paint texture for later, Langctti, influ- 
enced by Stm/.zi, worked up the paint surface quite 
considerably. 
sonnets: Census (as Naples, seventeenth century). 



Giovanni Michelc Graneri, 
active 1736 - c. 1775 

Presumably trained with and certainly imitated Do- 



tncnico Olivero (1679-1755) in Turin. Worked in 
Turin all hi* lite and died shortly before 1 — X, 

4N DRAWING OF THE LOTTERY, 

PIAZZA DELLE ERBE, TURIN sn 195 tU 

1 anvas, m.c 105.4 fao'/j ' Hi 1 /,). 
dated: r-vrt under coat of arms on building background. 
condition: Losses due to old tears on (he building right 
ahote the tigures, high up tin the building left and above the 
sky ; otherwise in reasonable condition. Conservation 1949 
proves ASt 1 . r Jiur Mills sale. Mars, New York, Ncnem- 
hcr 11-14. 1910 mo. 194 as Pietro l.onghi); acquired John 
Kitigling. 

Viale (file) noted that the city archives recorded the 
drawing of the lottery in 1755 and 1757 onwards but 
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[Trc.urm.-d there muM h.ive been one in 1756, rhe dare 
of SN tyy. The building in the background is the 
Palazzo Municipalchuili by I.antranchiin 1663. Those 
on the sides of the piazza were pulled down shortly 
.ifter SN t9> was painted and replaced by others in 
c i~sK The fortified tower left was pulled down in 
1 — 9. Viale 1 'Pittorc di genere del "~oo" piemontoe.' 
Agora, it 1 1 946 ] . unpagiuatcd gives a general account 
of both Oljvcro and C.raneri. Viale describes the style 
of the latter as somewhat coarser but imitative of that 
of Olivero. 

Paintings of this si/e and sublet were Grancri's 
stock in trade (vide Mjrtwt in ruzzti S, Carlo, Turin, 
1 55 - io>, dated t-51, Musco Civtco, Turin). 

Suida (1949) noted a reference to a salec. t-X> of a 
painting of a lottery drawing b> C.raneri but since he 
probably painted >e\ eral versions of this subject, there 
ts no sure connection w ith SN 195. 
sounds: (>nsto (asGrancn). 



Bernardino Lanino, active c. 1530; 
d. 1581-83 

He was apprenticed in 151N and probably trained 
with Ciauden/10 Krrari He iva-- certainly much in- 
fluenced by (iauden/10. Worked in his native town of 
Vercelli and other parishes around Milan. 

49 THE NATIVITY WITH ST. PHILIP 

sn 4i h 

rand. 142.- 94 i^ J „ 17). 

sign tn: IU nutiii>iu> I jmmts Pmxtt t vf»~ tin the enb'i. 
condition : The panel was trimmed at some stage at top and 
bottom by approximately i-t, Ma|or losses in the crib, Nu- 
itiertiiis ]viiiiiiu-iii 1 111 tlii- kinds and face ut the Madonna, in 
the crib and in the background, t onservauon 196S. 
provenance: Achilliin CJiiesa, Milan; Chiesa sale, AAA, 
New York. April 14, 19 to (no. (i as Gaudenzio Ferrari); 
acquired John Rmgling 

Suida (1949) identified the Saint as Andrew, but it is 
more likely thai u is I'hihp whose attribute is a con- 
ventional cross. 

Bernardino's composition is an amalgamation of 
the Gaudenzio type 1 s\ 41. cat no. 4; and the same 



artist's Mystit MdfTMgf of St. ( jtberine of 1 515. SN 
41 ts mote si tup It bed huts lose to Bernardino's Natirity 
with S. Ambropo in S. Paolo, Vercelli, for which a 
document exists dated 1 %h\. Between \%b<, and 156-, 
the date of SN 4;. the artist was working < malt arpieces 
for the parish churches at Adomo and Lcssona both 
of which are still in situ. 
sources: Census (as Lanino;. 



Bernardino Luini, c. i48i/8z-i532 

Little is known of his life except that he was active in 
and around Milan. The first undisputed date on a 
work is 1511 (fresco, Chiaravallc, Milan He was 
much influenced by Leonardo, whose manner he pop- 
ularized. He was also influenced by Bramanrmo and 
Solan. 

50 THE MADONNA AND CHILD WITH 
SS. SEBASTIAN AND ROCHE ss ? -* 
Panel. 1-^,1 • n*._i 169 ■ 61 ' . 

uiMiniiis; Usual looses along the vertical ek-avages on the 
pane) Other losses b\ S. Sebastian's legs; m S. Ruche's upper 
drapery ; in the Madonna's drapery, t onsen ation 1969. 
rRO\t s im i l. rand l)ukes ol Sachsen-%'emiar-Kisciuch. 
Ducal Palace, Weimar; with Steinmcyer, Lucerne; with Boh- 
ler, Munich; by 1919 acquired John Ringling. 

Both SS. Sebastian and Rixhe are closely associated 
s.s ith Lombard) and both saints are invoked against 
the plague. S. Roche was from France and as a pilgrim 
to Rome helped the sick till struck down by plague at 
Piaccnza. He was first tended by a dog, now his princi- 
pal attribute, 

Oitino della Chiesa refers to SN 3- as Pah delta 
Ubelhda using the dragonfly (centre on rock) to identi- 
fy it. SN J7 is very close in composition and identical 
in subject to an altarpiece in Itrera near Seville (S. 
Mana de la Mesa). SN 4 - <.m be reasonably dated to 
C 1 \ii. contemporary « ith the first frescoes by Ber- 
nardino in S. Mauri/10. Milan. 

Mil 10 1 s iVrcnsoii, North lt.ih.tii I'jinters (1907), p. 1ST; 
Suida, \\ '., 1 .foiunlu ami sent Kreh (iyiy),p. 117, pi. 1,P *-s- 
Berenson, luluit I'll turfs 1 19U!, p. U9: Onuio della (. Ucsa, 
A., Benurdnw I mm Nosjra. i9v<»>, pp. 19. its. pi. IJ); 
llcnsus as Luini). 
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Alessandro Maganza, 1556-1630 

Trained with his father, Ctiamhatrista, and Giovanni 
Antonio Fasolo* in Viccn/.a. He was influenced also 
by Zelotto. Based in Vieen/.a, he worked in Brescia, 
Cremona, Mantua, Milan .md Pavia. 

51 PORTRAIT OF VICTORIA AND HER 
DAUGHTER DIAMANTIS sn 101 

Canvas, io£.%i i.W'Ki', ^ ,). 

tVM BIBfD: COll.PM I'MU DtAMANTI Ml «. VATA ASP1CT 
MIUM KOSTEJI ECO NAM SPtCTANV II M It V KTOKIA 
VII I 



condition: Extensive kisses throughout, Scnoustj Mtr< 
tk-.mi.tl 111 the pasi. t onserv.it ion e. 1*150. 
PKOVgNANCE: Roberl Holford; Sir C.corgc Holford sale, 
Christie, July t$. 19*7 (no, 70 as Magaiua); acquired John 
Etingllng. 

EXHIBITIONS: London, New tiatlery, Veitetini) Ail (iNyj-95) 
(no. 138) ;RA, iyii (no, no). 

A traditional portrait of mother and daughter, pos- 
sibly a marriage picture since in the inscription Vic- 
toria, the mother, urges her daughter Diamantis to 
IcMik :<• Heaven .iv ^in Victoria has to overcome the 
enemy. The attribution iv undoubtedly correct. 

sounds: Benson, R., The IMfntd CoUftttnn i 1924), p. 70, 
pi. 61 ; Census (as AJevsandm Maganza). 
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Alessandro Magnasco, 1677-1749 

Moved from Genoa to Milan in 1677 where he trained 
with Filippo Abbiate. Influenced by Morazzone and 
ValerioCastelloandpritveipally byCastiglione, Rosa* 
and Callot. In 1703-11 he was in Florence. In Milan 
again 171 1—35. In 1735 returned to Genoa where he 
remained till his death. 

52 VAGRANTS IN A RUIN sn 744 Yu 

53 A BACCHANAL sn 745 r\j 

Both paper laid down on panel, 33 >' 46.5 (13 x 18%). 

condition: Both in good state. 

provenance: Benno Geiger (by 1914) ; with Bohler, Munich, 



c. 1944; anon. American collection; with Frederick Mont, 
1966; acquired Ringling Museum 1966. 
exhibitions; Berlin, Paul Cassircr, Alessandro Magnasco 
(1914)- 

Both SN 744 and SN 745 are preparatory oil sketches 
for larger works. SN 745 is a sketch for the larger 
painting (70 ' 1 15) flatc/jiwtf/inrhcPellosi Collection, 
Milan (Geiger [ 1949], pi. 2.97). The group in the fore- 
ground right is also found on a larger scale in a paint- 
ing. Concert of Satyrs, in the Pospisil Collection, Flor- 
ence (Geiger [1949], pi. 296). No trace has been found 
of the finished work for which SN 744 is a sketch. 

It is almost impossible to date Magnasco's work 
but from the maturity of the style one may surmise 
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that both SN -^ and its pendant SN 745 belong to the 
second Milanese period. i"t 1 *S- 

Mil -Kt f s: Ciller, B., Mj$nJi<t> 1914'. pi. if.pl 14 sN~4^ ; 
Ik-iogu.li.. !'itt"ti inrmtiri del st-iicniae del setlrcemo 11951), 
pi. 119; Pmpml. M . Mjj;nJ5c-<> 11944). PP- to - sx - pb- ?' ^ 
-44 . vi s\ "4< '; CtOj>cr. / Dca^m <W MjgnJStii (Venice. 
■945). P- **• pis- 1 i4 sv "44*. tij fVN ?4f ! ;t«ci|lcT. iVtagnjico 

Bergamo. 1949;, p 1 <A. pis 14 is -44. is -v -40;Onst* 

as M.ijm.istii 



Filippo Mazzola, c. 1460-1508 

I'ossihK trained « ith Francesco Taccont in Cremona 
and was mainly influenced by Giovanni Bellini. Maz- 
/ola \s as the father of Parmijiianmo. 

54 MADONNA AND CHILD sn 51 n. 

Panel. (4. t ■ i- 'i I | ! . 11 

t "Mil noN: Losses arc restricted to the upper half of the 
panel, in the Child's arm and the Madtmna's headdress. Con- 
servant in 1960. 

RinniA; Areplx.ainthc(..<witeSenstnrit-ullcaHin.Fk»nflKe- 
rnov 1 s sm 1 \ imcrcati So/au. Mibn ; Count Gregoire Stro- 
t^intiH. Rome : Totcnimo sale, A\A, April it, 1 914 no. 887); 
-ale. AAA. April a£, 191- (no. 9j8); acquired John 
Rinplinji 

The prototype of SN Ji (sec SN 54, cat. no. 97) is 
Giovanni Bellini's MadoHH* 0td Quid, Sao Paulo 
Museum, Bra/tl, former]) Willys Collection. New 
York. Differences arc m the hand gesture of the Child 
and the featureless background. 

sot m ts; Murioz. A.. Pieces dc choix de U collection du 
Cotttt Gr dg a ir t Stmgjtmff. 1 11911). no. 11 ;Gronau.G.. ( iio- 
f.iiixi Hctlim 1 193a), p ii l\ Berenson. ttaUtm I'u lures (19^1). 
p, (65 , I lemeiiiaim. F., ISillmi r 1 Itcllmuni 1 961). 1. 16, no. 
;oh; f 'ensiit 1. is i ilippo Ma/zoln). 



Ludovico Mazzolino, active 1504- 
1524 

Trained under some unknown Ferraresc master. Was 
inHueneed by Ercole di Roberti. Costa and Dosso 
[), i,v. He worked m.imh m Ferrara bm was m Bo- 
logna tn > U4. the last recorded date of his activity. 




SS ADORATION OF THE SHEPHERDS 

s\ 4.. Tl 

('.Hill. Jf.] & L 5 I ' . 14' 1 

INS( Ullll I): l.liltn 1M Jsltl IMIIMMIMl fST |sjc| IN 

11KB;\ l*AX. 

CONDITION: LoHCS ran vertically down the centre due to 
cleavage ol the panel. The errors in the inscription are prob- 
ably due to an early and clumsy lYsior.uioi), Mine losses arc 
111 the area to the lelt ol luseph. Conservation 1959. 
rttovi nam 1 ; Robert Hollord before 1(^4; Sir George Hol- 
fordsale, Christie. July 1 ?, iyi- (no, ~\) ; acquired John Ring- 
ling. 

1-NJltHITlitNs: Manchester AT, iN<- no. u.j)j BFAC, 18194 
{no. 41) ; BFAC, 1911-ii (no. 40). 

SN 46 has been traditionally and correctly attributed 
to Mamilmo. It can be dated in the earls part of his 
oeuvre. like the NMit'tty (National Callers . London. 
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5i 14) wirh which it shares a similar style and similar 
motifs. Gould compared the London work with a 
triptych (Berlin) dared 1509. SN 46 probabt) can be 
dated between 1 501; and Ma/.zoltno's Adoration of the 
Magi {formerly Chigi Collection, Rome), dared i^ti. 

SOURCES ■ Waagcn. 1 1 Ss-t . p. 1 'X* . Berenson, North lUilum 
Painters liter), p, i*-; Bemon. R-. The Holforii Collection 
Vgzj . p. jj, pi. u- Berenwin, Future lUliane (1956), p. $08; 
Census (as Mazzolino). 



Giovanni Battista Moroni, 
active 1 546/47-1 578 

Trained wirh Moreno in Brescia. He spent the 1540s 
and 1 5 50s in Brescia and Albino (his birthplace 1 . After 
1 114 he worked mostly in Bergamo. 

Sfi PORTRAIT OK MARIO BENVENUT1 

SN IO6 Jv 
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Canvas. i n.s" 91 4 14s ' . i''' 

INSCRIHI 11 : UAKIV1 HI N\ I **' SVH ( Akdl O-s -I MP I RAT" - 

DVX-. 

t.tisnii ion MtiiMi 1..-.S1 s miK, restricted to the wall area; 

otherwise- pood vuif t tinscrvatione. 1950. 

rRoviNWt I I'rmee <il Orange. Brussels, .liter iNtfc:Kingot 

Holland sale. Amsterdam. August i; ; Thomas 

Raring, ifji; Earl ot NonhhrtKiL hi 1 KKy; nnh I .ingtiMi 

Douglas, ivi-, nm sale. llinMu-, |une iS. ivm mi. si ; 

acquired Jural Ringlmg 

No details have been discovered ot Mario Benvenuti 
except that he wa-> a military commander under 
Charles V. 

\emun dated SN ic*< close to iif>o. noting the 
compositional and tonal ilinflnrfTIl BO the signed and 
daied Portrait of a VI an, Pinacotcca. Bread*. Obvi- 
ously the Portrjit of j Gentleman. National Gallery., 
London. 1 |id must he ot a very simitar date tor the 
wall, niche, ha if -column and on if the helmet upon 
« hich the sitter's, hand rots are repeated in SN io6.ex- 
ccpt that both the w .ill ,nid sitter are set in a shallower 
plane. This might surest that the London portrait is 
earlier in the 1 s Sos. since LendortY specifies 1 560 as 
the year in which Moroni introduced a new psycho- 
logical interpretation ot his sitters, which a more 
"close-up' composition would suit In fact, Lendortf 
dated SN 1 of. to is6o. 

souRC.tS: Vtaagcn. Wp/>. I1K57 . Dp m-96; Riehwr. J-. A 
dkieriptiu* tatahg / t t r>'< Ijrl i>t Northbmak iKKsj . p 
1 46 ; Rervtiwm. \11rih iLtlhin V.nnlm ( i«w).p- i~z; Berens*in. 
ll.i!i.m I'uuiri* 19JJ , p ;Si. \ i nrurt. sf.iru Jvll'jrle .... 
9 4. p Hi ; I eiidortt.t. . (■'"! ■mi'i Haltisla Mi>miM(l?J9).p. 
*>5 ; i I'll tan 8tlpmmtchl dall? artRini al XIX st-iiifa.i icinque- 
ccnto), 111 press; ( ■ n-ti- >s Moroni). 



Carlo Francesco Nuvolonc, 1608-1651 

Trained with his father, I'anh'lo, in Cremona, and in- 
fluenced in Procscdni and Guido Rem. He arrived in 
Milan ciuhc young. There are paintings in Parma, 
Piatenza and t remona. indicating .1 demand for his 
work in 1 <>mkirdy. 

s- SOIOMONS IDOLATRY sn 140 % 
Canvas, 1 osls 14X #. 4-' . ?s 
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i 1 is, in tins \ 111. if ii Inssdiit In. 1 le.ir lower left . Other scat- 
tered small losses Soiiieruhhinggciivr.ilh diterouvercleamng 
in the p.isi t iinstrv.iiniii t. imo, 

I'Kin 1 \ \m 1 : I dgat Mills s.ile, M.ir\, New York, Novem- 
ber 11 14, t9JO (no- 187 .is li.ili.in School); acquked John 
Ringling. 

The subject COtTjeS ErOttI 1 KingS 1 1 :\ S, When Solo- 
mon was old he turned BW8) fifOro God CO offer in- 
cense and sacrifices to pagan gods with his 'strange' 
wives. 

Suida's dyjy} attribution seems correct. The sty lc 
and facial npes .1ppe.11 in Si, Inseph ami the Christ 
( Ivlj. PtnacooBca, Milan, gad in St. UrsuU,Gesxuidc- 

galene, Karlsruhe. 4,4. 
sotmt is ( man (as Nuvoluncj. 
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71 l-RANCESCO RASSANO 

Christ in the Garden of Olives (sn 89) 
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is clearly derived from the rigure of Y John the Bap- 
fist, hut seems mueh ton Lite in style for the date, 

i $00-15. proposed by Stada, In Marco's late work 
The Feast ttfCana (Brera, Milan; formerly S, Maria 
dclla Pace, Milan the head ol t hrisi and tin flying 
drapery ot the servant pouring wine are close to [hose 
in SN }N. suggesting a date in the mid 1 sios. 

Some inconsistencies in the handling prevent a firm 
attribution to the artist himself and possibly SN $8 
was completed 111 the studio. 

The Census attribution to the Master Amico Erm- 
lano del Dosso is difficult to reconcile on the available 
evidence (see Longhi, R., 'L'Amico Friulano del 
Dosso," Paragotte, xi (1960), 3-9; Gregori, M., 'Ati- 
eora duetracce dell'Amico Friulano del Dosso,' Para- 
gOftr, xi [ 1960], 49-50), for neither this artist's model- 
ling nor his method of lighting his subject seems at all 
similar to those in SN 38. 

sources: Bercrtson, Italian Pictures I 1932), p. 5)7 (as Sodu- 

m.i ; Berenson, future iialtane i 1916), pi. |>. 1 44 .is Sodoma ; 
Snida, VC\. RaccoUa Vatcuma, 10 21 (1959)1 p. 134. rip. m 
(as Marco d'Ogpiono) ; Census (as Amico Friulano del Dosso 
.Ulrih.i 



Marco Palmezzano, 1458/63-1539 

Trained with Melozzo da 1-orli. His principal influ- 
ence was the Venetian School, particularly Giovanni 
Bellini. He was probably with Meloz/.o in Rome but 
otherwise active mostly in his native town of Forli, 

>9 THE MADONNA AND CHILD WITH 
SS. JOHN THE BAPTIST AND JOHN 
THE EVANGELIST sn 47 

Panel, 1 So.^ 144'" ~ l >~ 

IN SCRIBED: MARCMVS [SIC] PAI.M17.ASVS rOROLIVlt.NSE 

I sic] 1 1 1:1 kvn 1 |sie] (by a much later hand). 

condition: Seriously damaged in the past. Major losses 

exist through 1 j in. Conservation was attempted in 1959 but 

postponed indefinitely. 

MtOVEMANCE: Robert Holford; Sir George Holtord sale, 

Christie, July 1 5. 1927 (no. 79} ; acquired John Rinphng 

EXHIBITIONS: BFAC, 1911-12 (no. 24); BFAC, 1924^0.25}. 

The appearance of the twoSS. John is not uncommon. 
S. John the Baptist was a kinsman of the Madonna, 
was the precursor of Christ and announced (John 



1 .-291 : "Behold the l.amh ol Cod" r .. > \gntts Det on 
the cartouche < l hnst commended his mother to S. 
John the Evangelist who was the first witness of the 
Resurr ec t ion . There is a further significance in the 
adoption of theSS. John, lor SN 4- was com missioned 
hy the August m 1,1 11 monks ol Sa lit 1 Ago. si i no. Cesen.i 
1 near Forli). S. Augustine had been baptised on the eve 
of Easter in A.D. 3S-. and the commission document 
Grigtoni dated October iS, 1 50S, required the paint- 
ing to be ready on Easter day the follow ing v ear. April 
24. 1 509- SN" 4-. therefore, was to celebrate the corre- 
lation between the baptism of the founder of the 
Order, the Baptism of Christ and the witness of the 
Resurrection, 

Another document (Grigiom), dated June 12., 1 509, 
records Palmc/./ano's receipt of payment (3odwcatS 

A similar type of pedes! a I for the Throne appeared 
earlier (149" in the artist's Madotma and Child U tlh 
SS Michael and lames Pinacoteca Civica. Faen/a . 
the gcometn of its central ring was probably derived 
from I'iero della Franccsea's icosahedron figure from 
the treatise on the five regular Euclidean bodies. 

The hotched Latin inscription applied at a much 
later date may have replaced .1 genuine but ruined in- 
scription for, as Lanzi (Storia pittorica . . .) observed, 
Pa Irnezzano ensured that 'posterity did not forget him' 
by inscribing his name on a great many of his pictures. 
Since the form "mari BUS 1 also appears in a false signa- 
ture on another Palmezzano (National Gallery, Lon- 
don, 59ft) it may be that SN 47 passed through the 
same hands, namely, the painter Girolamo Reggiam 
during the first half of the nineteenth century. 

SOUKCSS: Benson, R-, The Hulfurd Coth\ttrm 1924), p. si, 
pi. \K; Buscaroli, R., la Pitlura rtmiagnala del quattrocento 
(1931), p. 194: Berenson, Italian Pictures 11912), p. 416; Btr- 
liisiiii, 1'illiire iialtane [19361, p. )>S;Gngitini, t ., Marco I'al- 
m, -;i.mo (1956), pp. 329, 331, 45N-459; Census las Palme/- 
xano). 



Giovanni Antonio da Pordcnone, 
?-i539 

Nothing known of his training, but he was from Por- 
dcnone in the Friuli. He was married in 1 504, presum- 
ably in his twenties. He was influenced by Giorgioiu- 
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and I'ii urn. whom he hoped (u linL There is a possi- 
bility <>t .1 visit to Rome C i$is-i6; otherwise he 
worked widely in northern Italy and died in h'crrara. 

60 SALOME WITH THK HEAD Oh 
ST. JOHN THt BAPTIST sn 66 n. 

Panel, Vt l fa - i'» 1 (**/| 

' nvi'ii 1 ion: Major tosses hcliw Si. John's head Losses 

cauwd by eleavages 111 the panel Some rubbing 011 the at- 

11 11. 1.nii's face due 10 overele.imnn 111 the past. Conservation 

196$. 

variant: A variant, 106.-? ■ uK.j, Pordcnone Studio, ex 

M.intrui. Veniee. 1K6X. Willi borne sate. C hrisiu-. M.irJi s>, 

ivit (no. 27). 

t m, tt\ \ 1 1> : Sehlotterbcvk. J ., I Means ( .atlet 1 1. »«. 1 1 . ,iv J'.ilm a 

Viiehiu 

Provi.n ANt t : Queen I hnsona ot Sweden, c. 1*1^9 lasGior- 

ponc) ; Dued'Orlcans. PaLns Royal. Pans .Robert Holloed by 

lS}4 (as Ctorpone ; Sir Cicorpe- Holt'or J sale, Christie, July 

15, 19*7 no *, as Pordcnone > ; acquired John Rinfchnp. 

1 XllinitlOSs Hnt Gallery. London. \ enetian Art 11X94 



si; no 1 ;~ . VAC I cn.fuH VAoo/ {1915) (no. n), pi. -. 

The attribution of SN 66 has not been disputed since 
ihe late nineteenth century. Pordcnone appears to 
have combined two works by Titian to achieve his 
own composition, namely , Salome u-tth the Head of 

St. John the lijpmt O.tlleri.i Duna I'amphili, Rome, 
c. 1512—15 [with the composition reversed— Salome 
and attendant 1 1 and Young Woman at Her Toilet 

(Louvre, of the same dale [the executioner in SN 66 
identical to the younp man 111 the Louvre work]). The 
parapet in the Louvre painting is also retained In SN 
66. A date lor SN f>f-> would thus fall probably in the 
1 52.0s. 

SOURCES: Campari. Rauttha dt cataletghi (iX-"oi, p -^4 
t atalogodei Quadri dell.i Regma dt Svczia— a* Gtorgionc}; 
VlaaRcn nKs4 .1. is* a s C .torgionch Crowe and Cava least- Ik* 
(isjii). t. (4 (as Pordcnonci; Benson. R.. The Unlfttrd Col- 
lection i4i-.p lsj.pl. -o; Vrntun,.Vron»ldW/*Jrtc . i>j^,s . 
9 (. pp. *>9l, 699; Bercnson. Italian Pictures iI9ti>. p. 4~oi 
Frocco, Gu, Giovanni Antonio {'ordentme (1939), pp. 99. ^97, 
pi. 191; Census (as Pordenone). 
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Bartolommeo Schedoni, 1 578-161 5 

Came originally from Modena and his early training 
is not known bin after his arrival in Burma was muck 

influenced by Correggio. He became court painter m 
1607 and remained in Parma until his early death. 

61 THE SLEEPING CHRIST CHILD WITH 
MARY AND JOSEPH sn 674 tv 

Panel, *S • 56.5 {io'/ ( • zi'/,). 

condition: Some minor losses m the background. Some 

rubbing and loss of halftones, due 10 overclcaning in the past. 

on the Child's body and on the lop eye 

VARIANT (.OPT: Varum panel. 26 *j, .Mil see Magnin. Di- 

|i>n; variant, Dinvnriin C. asile. Ludlow. U.K., (91 } cited by 

Borenius);COp) , panel, 15, H ■ 55 (with signature), Wallers An 

Gallery, iialumorc. 

PROVENANCE: Sir J.C.Robinson; Frederick C 00k, Doughty 
House. Richmond, iN^y; by inheritance Sir Herben Cook; 
w ith Frederick Muni. New York; acquired Ritighng Museum 

l'J>4 

The prominence of the Christ Child, the ovcrswollen 
stomach and the emphasized pouches under the eyes 
hud some support to Watcrhouse's observation that 
these are symptoms of plague. There is the possibility 



therefore that the existence of three panels might sug- 
gest a demand for such an image during an epidemic. 

Brejon notes the Carravaggesque elements in the 
Musec Magnin panel and refers to Carravaggio's 
Sleeping Cupid, Pitti, Florence, hut the pose is not the 
same, the Schedoni Child being more on his hack, and 
the stomach much more protuberant than is natural. 
Brejon notes that the inscription on the cartouche on 
the Magnin panel is indecipherable, which is unfortu- 
nate since this might have shed some light on the sub- 
ject. Brejon reasonably claims the Magnin panel is of 
better quality than SN 6-4, although it should be 
noted the latter has suffered from overclcaning. There- 
is no doubt, however, that it is an autograph work 
although painted more hurriedly than the Magnin 
panel. 

Brejon assigns the Magnin panel to 1610-15, Le., 
the late phase of Schedoni"s style when he adopted 
brightly lit high key colors and flat planes in the 
modelling of drapery; there is no evidence of this in 
SN 674 so the date c. 1600-10 would be preferable. 
The Baltimore panel is too mechanical in execution 
to be accepted as autograph. 

Since Sir J. C. Robinson was adviser to Frederick 
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Cook ii is not unlikely thai he had bought SN h-4 tint 
11un.l1 before ix-s 

sou jutes; KorctiitK, T . A CtU&ogm 0/ the fmthtgt at 
Oougftty Hatat I h, tt.ih.nt Seboab ivk.i.h;; Brejon. 

\ . If) CttJogfU f.i/Miiru. dtt l.il'li.my tl.thrns tin Mh.'.i 
MjgnmJc Ihiim 197a , Brcion. \ ,/ Ui!>.'>fUH;nd'histom 
Jc /art Jan H-K nrih 1. p ij, he i. p ,14, I'jtisus (as 
Schedoni 



Bernardo Strozzi, 1581-1644 

Trained »nh Pietni Snrn .in J (x-sarc Carte in Genoa 
and influenced b) Rubens In i \nS he Kx.irac a Capu- 
chin monk. On the death of his nvother he left the 
monastery and was briefly imprisoned in i6w. Bv 
i6ti he had settled in Venice where he remained rill 
his dead). 

f.2 AN At I Of Ml Rt. Y: GIVING DRINK. 
TO THE THIRSTY sn m 4 + 

l Jnws. in- l>w.( <i' , -4* lt . 

. ostiums "vnn.-'xjiUTvdminnrkBucMhrtHiidiouiMJihcr- 
wise in gin J Male 

UK \* BW I iw the Jim and enneh. red chalk, <(, 19, with 

Vhickni.m. V\s i .irk, i«j-|. 

vakiakt: A vanant. h. B ( rocker Art Callery. Sacramento; 
.1 variant, O'Connor I ynch< nllcettim, Nov York;oiher *.tn- 
.ints cxiM. 

criivi mvii I Icisehauer vile. Stuttgart. April 14 -is, 1918 
I?); Bruno kern; ui(h (..iteric S.inet I iti.is. \ "leim.i, 1537; 

( KLir Bend) , 19491V1 id) Weittmr , New York. 1 9(0 , acquired 
Kinjilinn Museum. 

1 munitions: University Art Cillery, Bmgh.tmion. N.Y., 
lirrturilii *»froc;j in Anti-rtt.i 1 i*tf>-i (nil. n). 

The title of SN mj w.ts proposed by I lekl (Hie) who 
questioned the identity of the old man as t-.lijah. If this 
is correct then SN i 14 is one of six paintings CO make 
up a scries of the Seven Aeis of Mercy like those by 
Bourdon in the Kmgling Museum. However, the facts 
that the Strozzi Eiifab .m,l the Widow ofZaraphatb, 
Kunsthistorisches Museum, Vienna, shows the proph- 
1 asking lur water and in SN f> 14 the widow gives him 
water strongly suggest ili.it they are pendants. The 
subject (see cat. DO. 141 1 would indicate that the two 
winnings were panned fur the Carmelite Order. Mil- 
kovltch Bingh.nnt.in. is*-) proposed a date of C. 
lftiO. 



m'IRHi Monari, I . 'Sui IVin.uJ., sm.//i.' Hoitftinn 
J'Artc 1955), p ui. M.iuei>n.i. A , tenmtdo Stroma 1966] 

(no. 1 14I, pi. K; M1.rt.1n. I . forn.irjti Str»zii 1 s«^> , pp. *8. 
H9. 155. 16-. 171, 1-4. Sg iSi>. ( OUHi (as Siraxzi). 



Veronese artist of the fifteenth century 
63 A LEGENDARY SCENE ss. 4, 

Pand, i-S • fa.K ■- 1. 

OamnKW I « insider jhle number ol kiw. overall Clumsily 

repainted m the past S.xnc abrasions Conservation C 19*0. 

i-Rt»VL!SAMC.»: tanile Gavel. Pans; William K. Vandcrbih; 
by inheritance Mrs. Oliver Rclmonl. Newport, R.I. ; acquired 
John Ringltng through Duvccn 19&S-19. 

The suhiect remains unidentified hut is connected with 
a panel ( I- 61 v formerh in the C.avet I inflection 
'.sale, Dmunt, Finis, May ; 1 June s>. 1 S<j- inn. 747 
in which similar figures appear <>" the left but on the 
tight a man and voting woman approach ihe altar on 
which arc the three decapitated heads. Both panels. 
and there may have been another, must have formed 
part of a wait decoration. The length is too short for 
them to be from a cassunc Suida 1 S14S) attributed SN 
45 ru the Bolognese School but /en and Kredencksen 
with greater justification have proposed the Veronese 
School. 

soi mist !mat) is VeraneK VhtMil, fifteenth century). 



Bernardino Zaganclli {cla Cotignola), 
active 1499- 1509 

Probably trained in I'crrara and was influenced by 
Ercole di Roberti, Costa and Francis, Collaborated 
with his brother Irancesco." 

64 MADONNA AND CHILD WITH 
ST. JOSEPH sn so 1 

['anel, 47JS fnaj iX 1 , 16). 

cosionios: 1 ossi.-s through ek-Jvagcol 1 lit- original panel run 
up the Child's raisLt) arm 10 ihe Virgin's chin. Other minor 
losses if. scanned in thi Virgin's han and headdress ind in 
St. Joseph's drapery, t 1 mst rvaiwiu nns 

PROVtNANCEl Wymi I H's ( olUviiun, is-., ; \\ .igner sakv 
Christie, jiniun if.. iv:i no >*■: as I'alm.i VocdlM , vnth 
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Francesco Zaganelli (da Cotignola), 
active 1499-1 531/32. 

Probably trained in Ferrara. Influenced initially by 
Ercolc di Robert!, Costa and Francia, and later by 
Palmez/.ano, Rosso and Garofalo. 

65 ST. SEBASTIAN snj> 

Panel, 4N.9 • n-4 (I? 1 1 tt*/|). 

( dmji 1 in\: Rl.)s( hi able apart from minor losses in the neck, 
lace and top ot the arch. Conservation 1^46, 
PROVENANCE: Ciallena Voiterra. Florence; anon. sale. Chris- 
tie, July X, iy^v (no. 41; ; acquired John Ringhng. 

The attribution seems to be traditional. Paolueci 
places it c. 1510-15 (the later date is to be preferred), 
since in style, anatomy and drapery it is vetf close to 
the Baptism of Christ (National Gallery, London. 
3S92), dated 15 14. Also in the same museum is a St. 
Sebastian (ioyz) of i 505-06 by Bernard mo, Frances- 
co's younger brother, which is nor only similarly 
posed, but the head, with identical features, is on the 
same angle. The difference lies in Francesco's much 
more mannered style. The overlarge eye in SN 48, 
exaggerated perhaps by an early damage, is typical of 
Francesco (cf. the St. Catherine. Cull. Bnganti. Rome 
[Roli, R„ 'Sul problema di Francesco e Bernardino 
Zaganelli,' Arte Antka e Moderna, 8, nos, Ji-Ji 
{1965J, pi- 84c]). 

x..iR, : . Suida,\X ,'FBBOCeiOOZjtgRnellida I otignola 
Zritschnft fur bildende Kunst [1931k P-*5' ar| d P'- > Paolueci. 
A., 'Francesco Zaganelli,* Pa ragfme (19$) (1966), p. 65.pl. j8; 
Census (as Francesco Zaganelli). 



Carrol; anon, sale, Christie, May z.*, i^iS (no. 149 as Palma 
Vccchio) ; acquired John Rmgling. 

The attribution to Bernardino by Suida (1949) seems 
reasonable since, in contrast to Francesco (see cat. nos. 
fs. ..:• . Bernardino, the younger br oth er, remained 
closer to the older traditional Ferrarese characteristics. 
SN 50 can be compared for similarities to Francesco's 
St. Veronica, Bassi Collection, Milan (the clouds, 
trees, the hair of the Christ Child, the Madonna's 
hands). For the Madonna, facial type and drapery 
similarities are to be found in Francesco's St. Cath- 
erine, formerly Tucker Collection, Vienna. 
sources: Census {as Bernardino Zaganelli), 



66 MADONNA AND CHILD WITH 

ST. HELEN AND CONSTANTINE SN49 

Canvas (transferred from panel), 2.2.1 A ■ iNNjNt 1 ', • 74). 
condition: Poor. Apart from losses along the vertical cleav- 
ages in the panel, there are further serious losses throughout. 
The background, Constantitie. St. Helen, the Madonna's 
drapery are the worst affected areas. Conservation 196,2 (in- 
definitely postponed). 

PROVENANCE: With Spencc 1 iifi 1 ; Roheri Hoi ford ; Sir 
George Holford sale, Christie, July 15, 192.7 (no. 71 as Giro- 
lanto Marches! da Cotignola). 

St. Helen, the mother of Constannne, fulfilled his 
dream by discovering the True Cross, her attribute. 
Constantino was venerated as a Saint only by the 
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dreck church. The Latin church titled him the lib- 
erator of the persecuted church. His attribute is the 
Labarum— original]) a military standard but after 
Consrantine's conversion inscribed with XP (the 
monogram of Christ) and adopted as the imperial 
standard, A sacra conversazione with Helen and 
Consuntmc i- not common The; do, however, ap- 
pear together alone, e.g., Cima's painting in S. Gio- 
vanni in Bragora, Venice, dated 1501. 

SN 49 can be dated fairly securely between 1 500 and 
1505, since Constantine is identical to the St. George 
in the signed altarpiecc of Francesco and Bernardino 
of 1499, Brera. Milan, and similar in pose to the St. 



Sebastian in Francesco's aliarpicceot c. 1505, Musec 
Conde, Chantilly. The source for the commission of 
SN 49 is unknown but one may surmise because of its 
subject matter that it was probably for a church in the 
Ravenna region where ties with the Eastern church 
were still preserved and where Francesco was much 
employed on other commissions. 
sources: Berenson, Central SuIlm Painters (1909). p. *6* 
(as Giordano Marchesi da Cotignola) ; Crowe and Caval- 
cascllc. 1 1 1912.J, p. }i as Francesco Zaganelli ; Benson, R , 
The Holford Collection (1917), p. 41 (as Girolami Marches! 1 ; 
Roli, R., 'Sul problem a di Bernardino e Francesco Cntijinola,' 
Arte Ant tea e Modema, tt, i$K, pi. 86a; Census (as Francesco 
Zaganelli 
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Jacopo Amiconi, i682?-i752 

His training is not known but he was influenced by 
Francesco Solimena" and Sebastiano Ricci. He was 
first recorded in Venice in 171 1 . In 1717-27 he was in 
Bavaria; in 1730 in London; in Paris 1736. He re- 
turned to Venice in 1739. In 1747 he went to Madrid 
for the remainder of his career. 

67 MARTYRDOM OF A SAINT sn 897 jv 

Canvas, 63.7 • 33.7 (z5%x 13V,). 

CONDITION: Apart from a few minor losses in good state. 

1'iun tNANia-.: With Cialenc Saner Lucas, Vienna UsCdi/siu ; 
acquired Ringing Museum j;r>x. 

Acquired as by Andrea Celesti, SN 897 was attributed 

by Pignatti (file) to Jacopo Amiconi, who cited the 

artist's Argus at Seattle Art Museum as very close in 

style. 

sources: Census (not listed). 



Francesco Bassano (da Ponte), 
1549-159^ 

Trained and collaborated with his father, Jacopo. 
Moved from Bassano to Venice in c. 1579 (he is re- 
corded there in 1581). He died from the results of an 
attempted suicide eight months afterwards. 

68 ALLEGORY OF FIRE (VENUS IN THE 
FORGE OF VULCAN) sn 86 F- 

69 ALLEGORY OF WATER SN 87 & 
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results. The Warsaw variant of Fire must belong to 
another set as also a signed Air which passed through 
Christie's (June 26, 1970, no. 64, 142.2 ■ 187.9) which 
with its very numerous figures is closer to the Aertsen. 
BeuckeJaer type of crowded marker than that repre- 
sented by SN 86 and SN K7, In the Lichtenstein Col- 
lection, Vaduz, Arslan (1959) lists a Frn*and an forth 
signed b> Francesco and approximately 4 cm larger all 
around than SN 86 and SN 8-. Arslan describes these 
as 'very close* to Jacopo. One may presume that the 
Vaduz elements belong to another set. Since there 
were a number of sets of so popular a subject, attempts 
at grouping are almost fruitless. However, it is more 
likely that each set was of four elements. Air (Berlin. 



destroyed 1945) was with SN 86 and SN 87 in the 
Lichtenstein Collection and an forth (143 187) was 
in a sate at Fischer, Lucerne, June 22, 1974 (no. $).Thc 
Earth, Walters Art Gallery, Baltimore, belongs to an- 
other set. A Water and Fire were in Beck ford's Col- 
lection, Fonthill sale, October 1-11, 1822 (nos. 86, 
87), the Water being a Fish Market and the Fire Venus 
and ( npid at tht Forge ol \ ulcan. 
winifs: Vcrci, G.. Nntizte sapra la pittura Btissanesc 1 1 — '*. 
p. 91 ; Ridolfi, C. l-e Merat>if>lie . . . (164S), 1 , p. ?«-; Drsirip- 
tmn des tableaux . . . que renfenne la Gaierie . . . 1'rtnie 
Regnant du I aehtenstein (itSo), no. 219; Arslan, W., J Hassam 
(19^9). PP- iS~,222, pis. 2i5.2.'6;Buscaroli. M.. f.j PttturaJi 
paesjfQim in Italia ( 1 95 > ) , p. 1 94 ; Bcrmson. Venetian Painters 
(1957), 2, pi. ii2- [SH 87); Census (as Francesco Bassano). 
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"(i VnOKAIION OF TMI Mil I'HI RDs 

i am as. ijj M CCl ; ; . -», 

i oniiiiios IV paint surface >- unstable due to in incipient 
HalongeoadiiMin Some scattered losses, t cMmiaK 19^0. 
PMVOIAIM t I nkrwiwn: acquired lohnKtngfings iscfr-*e. 

Arslan described SN Basa important work. It takes 
its place between the type of Adoration hv Night 
represented b» a Francesco follower (Madrid, no. 16, 

\r«,Ian, n/j < j/ , p]. i K ^nJ .mother attributed to a 
follower. I he Spinner < Thorwaldscn Museum, Co- 
penhagen. Arslan. pi. 131): motifs from both are in- 
corporated m SN 88. The arched top and its namm 
tormat indicate that SN XX occupied .1 specific archi- 
tectural location. The prototype tor tin foreground 
group is Jacopo's work in S. Giorgio Maggiore, Ven- 
ice. 

SOUR* 1 S; Arsl.ni. W.. I Bassatti [tjjs), pp, 0,4. iii. pi t ,,- . 
( emus .is Baccara > 



71 CHRIST IN THE GARDI N I II 
OLIVES sNSqt 

t *n\i*. 160 in 104 ti 

Mi.sut ■ /ran. Rjv .■- 1 m stone, lower npht 

. DNOmON Mil** scancred losses hut otherwise- hi p.«.*J 
state ( i>riHT\.itt<>n 11*?- 

1 lUAwn A — 'ttti — tihrir[niinr|iilH|pnnn Mfil.n J 

l aLunan, Horace; another with UiriM and Angel reversed 
and larger, tjj i8u kapuubii kon/istor. Olomoue. 1557; 
another version rescrscd like Calaman and t /cch variants 
with I>avid David Inc.. Philadelphia. 1974 
prows imi IT*- Jesuit Order % Antonio. BfHda); Paolo 
Brogtmlt, Brescia, c. 1 Miy. and descendants to 1 N (4 ; Ko en/a ■ 
laiiiiis.ile,hcvev. Brussels. March 10. i«a- tin ;.^(.? 1; 
with Weinberger. Pans. t^R/; acquired |.ihn Rmnlitig 

R nit illi credited jacopo with all nine works including 
SN Ny which hung Oil the left of the choir of S. An- 
ion to. Brescia. Averoldo reattributed SN K« ;ln d six- 
others to Francesco. The surviving works o|' what is 
considered Fran cesc o 's greates t independent achieve- 
ment arc: Christ in the Garden SN S 4 , / />,• Oefftoit- 
mf> of Christ (Cremona); Capture of Christ (Cremo- 
na . ( hn>t Scorned Milan); FUgelbtion (Milan); 
The Road ioC.ih.m- Bas&ana) ; Crucifixion Bonn ; 
and the last, long missing, located and identified hv 
krampl rile . ( Jrrist Sinm-n to the People i jstlc Gal- 



Icry, Natural and Historical Science Institute, Brumal. 
Moravia, ( saR 

EOOM is. Rtdolti. R.. U MerM-rglie . . '1*4X1. p ,-, ; 
Avemld... Is Steite ptttorr . . . (Brescia, 1^00;. pp R,rT ; 
CaWola. I r Future Brescia. i-?s . p s*. . \mnj gtada per 
L tSSU ,h ftrruu i*i* , r . wj; B<fsclli. I , 1 1 - viiiric ddb 
"PassM»K"tk'i (Ussan<idiS. Anronm in Brotu.' Arts \ eneu. 
a l»J7 . ioK in ; ArsJan. W.. ( &u*a»if Milan. i^.?s- . pp. 
i^» lftV*Onaaa»|i.ij9;B<Keai.C..-pcnnlballaPa«uoncda 
Ba>v»»i in S AntiinKi di Brescia,' Arte Veru-u. i\ 14 ,«^ 
*o), i>f i<-. ( 'tmma av. Francraco Ba^^.1l^ 



Lcandro Bassano (da Pontc), 
1 557-1662 

Trained with (its father, Jacopo, m Bassano. Istah- 
lished as .1 portrait painter by c. i v Si. In 1 sKK he is- 
recorded as being 111 Venice. 

^2 MAN WITH A KNIFE (fragment) ss 90 

C anvas,6i • (O.K 114 ■ zoi. 

SICKED I hen- is no trace of the upiarurc miled hv Sukla 

I -V4W 

< 1 is 01 lios Minor losses on the figures, but othc-rwiMTRiKid 
state t im>ervaii«»T is*- 

trov 1 s vs. i I'nknowru pmhabh Limdim . a^uirtd John 
Ringings iva. » 

Arslan described SN mc as a vouthful work of Lean- 
dro. Fbe traces of a signature hi veil bv Suida 1949 
are n«> longer in evidence, since the background area 
was hcavib repainted before cleaning in is*-. The 
fragment its true orientation would -how thcmlumti 
in the background vertical; is possibly from one of the 

Seaaotn teries Its style is ohviousK close to [acopoj 

beacc rVrtlan's Opmton given above for an early 

daring, 

soi 1 n t is Arslan. W.J Itdsaaui (Milan. 1 959), p. if.y ; ( fastis 
(flS l.e.indrii H.iss.inii). 

"I 1'ORIR Ml ()| A MAN a,„ 
(anvas.to.14A, m', rS', 

•■!'■■! II 1X1 ISM V\IV 

1 -is n 1 1 KM ( 'msidcrable rubbing from carli . .w-fi leaning 

Omservaiion 11*4*1 

f *oVi s *s;i ( rnkniiwn. prohabh Lundon; .u quired John 

Ranajfai 




Both canvas, i w- tSz t<^ — . 

t ovdition : Seme scattered minor losses. Some robbing bill 
otherwise in. r easo nable state. Conservation ivsy. 
variants: ForSN J>f>: signed variant with considerable dif- 
fievenccSi v^.i I?''.?, National Museum, \\.ir>.m, iu>. 4<>. 
signed smaller variant with differences, Walker Art Gallery, 
Liverpool, tiiK. io~.i 1414- Por SN 87s signed variant, 

Musce Angoulenie. 

I'KOVi N VNCt : I'nncL-iit 1 ichtenstcin, Vienna toe t90C if 
t iHim Alessandro Contire-Bo rt ac o wi , Hun-ncc; with Bcihlcr. 
Munich; |nhn Knif-lmg. 

The elements not only represent the physical prop- 
erties of the world but also the human temper.! 
merits: Fire-Choleric, Water-Phlegmatic, Air-San- 
guine, Earth Melancholia. Attributed b> Suida to 
lacopo, SN Sf. and SN s- have been recognized since 



Arslan (/ Bassani [193 1\) as by Francesco. Suida, how- 
ever, was right tO the evtcnt that, as Rcanck 'Jacopo 
B.issauo's Later Genre Paintings." Burlington A!.)i;.i- 
;t>h\ 1 10 I May iv63|. "..p-i-io) has shown, several 
genre pictures are jointh signed by Jacopo and Fran- 
cesco, Thus Ridolfi's statement that Jacopo painted a 
series ol elements with their respective deities . . "for 
another great I'nnce' [1648 cd., p. -,x- jv probablv 
correct and he » -is not confusing these with a series by 
Francesco. Indeed Ridolfi (p. ^jJi dtes in the house of 
lacopo Bassano's nephew Carlo in Bassano two paint- 
ings ol the elements water and fire. While these may 
have been other versions 11 is significant that only two 
elements are cited, and with SN S- on the left and SN 
MA on the right a homogeneous paired composition 



"4 




■\r\l.in thought th.it SN ui was only 'near* to Lcandro, 
However , the painting has stifle* ed much from earlier 
ovcrcteaning and flattening during rclmtng which docs 
not help its appearance in a photograph. Overall, 
there seems no reason to doubt it-- aiiribunon to 
Leandro. 

SOURCES: Arskm, W., f Bassatti (19SM). p. J693 Cewws (as- 
cribed tn leandro Bassano). 



74 COMMEMORATIVE PORTRAIT OF 
PETRARCH sn 4 ; 

r,iiKLix.i lulu 1 /, t 

IN si IMBED: 1R.-\NCIS(.US I'KRAK) li.A UtUltXATUS, 
CONDITION: There are scattered losses in the drapery. Mure 
serious is thai overtlt-ainni; in the past ha\ removed nearly all 
the modelling. C Conservation v. ISHI. 

VARIANT: tiallcna Borghese, no. +ifc | ~i\ 14). 
i'kovi nanct : Count GrcgoireStroganofr', Rome; sale, AAA, 
New York, April ifi- to, iyi~ (no f»J<4 as ticnttle Bellini); 
acquired John R mgling. 

The poet Petrarch (1304 ~4 was much eommctno- 
r.tted throughout the quattrocento hut he had a spe- 
cial relationship with Venice. He was a close friend of 
Doge Andrea Dandolo, visiting the city several times 
and donating his library in 1 366 to Venice, 

Bereuson had doubts about the attribution to |aeo- 
po Bellini, ,md Suida (1949) reattributed SN 43 to 
Francesco del Cossa. Gilbert (1961) returned it to 
Jacopo Bellini. Pignatti tile- was the hrsi to suggest 
Bastiani. Despite SN 4 ?'s condition, the attribution to 
Bastiani seems to be the most convincing. Licia Col- 
lobi Ragghianti 'I a/./aro Bastiani,' C.ritic.i d'Arte, iv 
l>9ivl. 13~S?) has given rhe most eomplete recon- 
struction of Bastiani's oetivre. Two portraits of Doges 
Francesco Foscari (Corrcr] and Pasquale Mahpie.ro 
(Museum of Fine Arts, Boston) of c. 1460 provide the 
basic type: a restricted format for a husr turned to the 
left, a precise outline, a simplified 'blocking out' of the 
lorms SN ., ; miM lv l.uer because ot the parapet, 
probably in the 14-os. The type is clearly derived Irom 
Jacopo Bellini, to whom many of Bastiani's portraits 
have been attributed in the past. 

souroi.s: Munoz, A., Pieces de choix tie la collection du 
Comic (.•regime Stntftiinoff (Rome. 191 1): Bereuson. Italian 
Pictures dvii), p. 6K (as Jacopo Bellini t) : Berenson, Pi! turf 
iuliane (19*6), p. >9 (as Jacopo ?); Gitbcrt, C, *A Sarasota 
Notebook,' Arte- Vcnchi, n (l«»fii], *t, pi. lf» (as J.icopn 
Bellini); Hcinemann, F,. Bellini ei lirtlinhint. 1, 114, V47C pi. 
-ift (no opinion ; 19-4 | verbal] as Bastiani) ; Census (as Gentile 
Bellini follower). 



Lazzaro Bastiani, active 1449-1512. 

Probably trained in Venice. Although his earliest 

dated painting is 14N4 some portraits can be dated 
c. 1460. He was largely. 111 imitator of the Vivarini and 
rhe Bellini. 



Vittore Bdliniano, active 1 507-1 529 

Trained and worked with Giovanni Bellini in Venice. 
His Krst signed work is dared c. 151S. 
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75 PORTRAIT Ol \ UU'M, MAN IN A 

m \t k <. \v ss ,! ju 

Panel, tt :u i: 

i . in in r ii i\ the t.Ki h.i- suffered loss "t modelling Jin » 
oven leaning m the pasi . ■ aber* isc irawwan te stale The panel 
u.i>- tin down ,ti muiii si.iiii w (Wciiius t otmtmtient 

r*o\ i s w< t Andrea Vandnunin, Venice, hv 1627; I unit 
t i.ivLt. I'm. \\ illi.im K Vandeffoih;b) inberitanoc Mtv Oli- 
ra Bebnout, Newport, R I . 1918 t$ ac quired |ohn Kingling. 

The sitter is unidentified 

Attributed to Giovanni iVllmi by Studs i>*4" but 
rhe qualm is noi Dart) good enough. Heincmann's 
attribution to Beihntano wm< convincing. Pudclko 
tilt identified SN i; with the work notinerij in the 
sollcctton of Andrei Veiidramin published hy Bo- 
renius. 

motn 1 * Uofinier, I . CrJkcltnn l-mdc Cimn issg . no. 
Si- |at Venetian School ;Botmius. I , I lu fi, riirr l.jllm >>t 
\ \ .»(./'. ,->i»Ji :>ji;.pl t.i js 1 (t-nnU- Bcllmi , Hcmemann, 
H.. Brltini 1 1 BfUmum i *>i . p ioo. v, So*, fig * ; " 
Bcflintano 



Bonifacio dei Pitati and assistants, 
1 487-1 553 

Moved from Wnm.i w iih his lamih to Venice m 1 vo*. 
He was first recorded m Vinia as ,111 .mist in isiM.so 
he presumably Brained there, possibly with Palma 
Vecchin He was also influenced b) I iii'tci.nn Ik 
maintained a large studio ol assistants tor his large- 
scale decorative programs. 

H ALLEGORY Ol HARVF.ST s N ,,., 
77 ALLEGORY OF DAWN sn 70 a 
?K Al.l.P GORY OJ NIGHT 58 7> n 

All p.uul 

Tontto, diameter 14- 4 ,K s\ i.li 

Oct ag on al , ili a i i Mti i T xio.t Bj s 

Octagonal. Ji.uiKti.! ; 1 N n {, i.s -1 
1 os in t ion : AH three panels siittir tn >m >. IrSTBfjr -it th L H'tnt- 
subsequent to ivtl with stmscu.ucw paint losses Other 
losses art scattered throughout t OUWIVMiofl ivit 
nun 1 s (si 1 l*.ib//o Karhango Ji San Polo. Venice, until 
nineteenth cenrury; hy inheritance. P.i muni Cil- 




ergln. Padua, till tXvos: K and [ (tens' in. loinW. with 

tliniviit n»i- iS; .KqiuuJ |ohn Km. 

f \m111110Ns: Hh-VC , lyis inn. ;; |sn 69)). 

sN r,<i depicts Ceres, goddess ol vegetation and agri- 

culture, crowned with corn and vme leaves and carry- 
ing the cornucopia. Oil, grapes and other fruits are 
poured down on earth. SN -o shows Aurora in her 
chariot drawn hy COCKS, With her isTithonus, her old 
jealous husband A peasant goes to work, a girl rubs 
her eyes. The horses ui ( Khos. the Sun god, follow on 
the left. 

SN -i depicts Selene, the hum in goddess, and Ncp 
tune in a chariot drawn b) owls. Below 10 the right 
Night follow s her children Sleep and Death. 

Schul/ following Ridoiti describes how SN -o and 
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90-91 Gl'AKm Ht>fn: AhiauLniCf and Fortitude (SN 189-190) 




iz.4 vkroni- «*(■ / be Rest <»> the I light into Egypt sn si 




7« 









SN 7i were in one room, and SN 69 (Harvest rather 
than Summer) and an untraccd Autumn (with Bac- 
chus), which was also in the Benson Collection, in 
another room of the Palazzo Barbarigo. 

Schulz ascribes them to the Studio of Bonifacio and 
dates them all c. 1 554, that is, after the master's death, 
but it may be presumed that he had a hand in their 
invention. The allegories themselves demonstrate the 
much more explicit interpretation of the Venetian 
School at this period. 

SOURCES: Ridolfi,f_f Merai'iglie . . . ,ed. Hadeln, 1,194, n. 13, 
11, 311; Berenson. Venetian Painters (1905), p, 93; Catalogue 
of Italian Pictures . ■ . (R. 8c E. Benson) (1914), nos. 100-101; 
Venturi, A., Stona dell'arte . . . (1918), 9, ?, p. 1041 (sn 69), 
p. iosi (SN 70). p, 1091 (sn 71); Westphal, D.. Bonifazio 
Veronese (1930), p, 94, figs. 69-71; Schultz, J., Vein-thin 
Painted Ceilings of the Renaissance 1 lyftHi, pp. 1 1M-110.pl. 18 
(sn 71). pi- 19 (SN 69); Census (as Bonifacio). 



Luca Antonio Busatti, 
active c. 1 500-1539 

His name is variously spelt Busatti. Buscarti, Busati or 
Bussati. Possibly trained with and was certainly influ- 
enced by Cima da Conegliano who died in 1517-18. 
It may be presumed that he was painting in the 1490s 
since Cima arrived in Venice in [492.. In 15 10 he began 
an altarpiece in the S3nto Padua. In 1514 he was in 
Faen/a. In 1513— 39 he is recorded in Venice. 

79 DESCENT FROM THE CROSS sn 56 }L 

Panel, ui.r ■ 115.5 (*»V, - 85V4). 

signed: On cartetlo lower right: lvcha . . . Vs I BVSSCA 

CONDITION* Major losses along cleavage Or left-hand joint 
whii.li has reopened since original conservation. A retouched 
area on the right-hand side is in a flaking condition. Conserva- 
tion 1951. 

lng raved: Rosini, Storia delta pittura italiana (1 839-5 S). 
pi. 56 with signature lvchas antonivs rvssc.at. 
PROVENANCE: San Domenico, Faenza; Principe Hercolani 
(17117), Bologna, to 1R69 or later; C. Fairfax Murray by 1K91 
( ?) ; sale, Sothehy, May 10, 1921 (no. 68 as Venetian School) ; 
with A. 1-. Nicholson; acquired John Ringling. 

SN 56 was commissioned on October 31, 1514 hy 
Giovanni Antonio Moni for his chapel in S. Domenico 
Faenza. Payment was to be forty ducats. The contract 
called for a Deposition with nine other figures besides 



Christ, ten small figures of the Apostles to be placed on 
the pilasters of the frame, and specified that the story 
of St. John the Evangelist should be the subject of the 
predella. Suida (1949) published the contemporary 
account from Atti di Evangelista Rontana XXIV -514 
II Seinestre 203 V, Archivo, Bibliotcca Comunale, 
Faenza: 'II 31 otrobre d Buscatti, essendo ospite di 
Annibale Casali s'impegna a depingere la tavola colla 
Deposizione per conto di Giovanni Antonio Moni (la 
cui cappella gentili/.ia si trovava 111 S. Domenico di 
Faenza), . . .' The remainder of the account gives the 
details above. 

Fairfax Murray possibly bought SN 56 in the 1890s 
as by Marescako, since a photograph (file) records 
Adolfo Venturi 's attribution to Marescako in 1892. 
It was last recorded in the Hercolani Collection by 
Valgimigli in 1869. Suida (1944) was first to publish it 
with its correct attribution. 

Merritt (file) noted that the composition of SN 56 
depended on the Mantegna engraving (Hind, V, 10) 
for the top part and the Florentine Broad Manner en- 
graving (Hind, 1, 16) for the lower part. 

SOURCES: Rosini (see F.ngraving) ; Valgimigli, C, 'Dei pittori 
c degli artisti faentini de' sccoli XV e XVI,' Atti e ntemorie . . . 
di Romagna (Faenza, 1K69), pp. 1 4 yff . ; Grigioni. C, I'ittura 
faentina delle origin! alia meta dell foo (1915), p. 464; Beren- 
son, Pit lure italiane (1936), p. 104 (as Marescako) ; Ortolani, 
S., Cosme TtlTO . Francesco del Cossa, Ercole di Robert i ( 1 94 1 ) , 
pi. 191 (as missing) ; Suida, W., 'Three Newly Identified Paint- 
ings in the Ringling Museum,' Art in America, 32 ( 1 944), jff. ; 
Census (as Buscatti). 



Carletto Caliari, 1570-15 96 

Trained with his father, Paolo Veronese,' 1 ' and with 
Jacopo Bassano. For the remainder of his brief career 
he worked with his brother Gabriele within the sty- 
listic tradition established by their father. 

80 HAGAR IN THE WILDERNESS sn 84 rL 

Canvas, 191,6 ■ 132.7 (76 V 4 X 51 V 4 ). 

CONDITION : Some scattered minor old losses bur otherwise in 
reasonable state. Uneven darkened varnish, Conservation 
1952. 

DRAWING: A sketch of the prototype figure by Paolo Vero- 
nese. 1". K on ig Collection, Rotterdam; D. von Fladeln, Venezi- 
anische Zeichnungen der Spdtrenaissanee {1916), pi. 31, can 
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Ik dated i iM d-, I'.mlii made his drawing CM J letter «•! thai 

date 

rttOVCNAIK ! I'jdlini. Ronu. i>u;; with Akikw. 1 918; ac- 
quired (iitin Kinjihng. 
i miihihons Mum. uniiil An. Birmingham. Alabama, VVro- 

WM J'lli / /« -SfMlJx' I •»"! ■ . p »o 

I rosato Larcher quite rightly has attributed SN 84 

to C arleiio since the handling of the paint is coarser 
and the drawing loo clumsy for Paolo. AsSmd.i 1 iv4i ( 

pointed out, the figure of SN So is in reverse to that of 
the Magdalen in Carletto's signed altar-piece The 
\ 'irgin in Cilory with Siihtls (Uffizi) , and as the drawing 
h\ Paolo Veronese Cited above demonstrates, the 
prototype is to be found in his father's work. Since 
Paolo's drawings served the Studio as a basic reposi- 
tor\ of sources a date Inr SN K4 can only be guessed at. 
but because of its mature expression c. 1590 seems 
onablc. 
•1 tu is: Btinwn. lutun Kama 'ivw>.p. +n (as Paolo 

-ir.nMr-ii- and %nmplv ruled as 'Magdalen' , Suida. 'Paolo 
•esc and His Gakl Some Unpublished Works.' -\rr 




Quarterly. S 'is»4>,. t-fe i— . rig i is Paoln Veronese;: 
Cmsatii I-archer, 1... 'Per Carlcfto Cahan.' Arte Venetj. ii 
1*-'. m, tig. 11- .is ( .irktrii 1 Marint, I \ |m mmptetti 
Jei Verttneit- Milan, i<*»X', no i-s ; Census Ui Veronese 
Srudio). 



Giovanni Antonio Canaletto (Canal), 
1 697- 1768 

His early training is obscure. C. 1719 he was in Rome 
and po&sibt] influenced there by Panini.* In 1720 he 
returned to Venice. Between 1-46 and c. 1-^6 he was 
in Hngland, returning occasionally to Venice, From c. 
1 -i<> he remained in Venice till his death. 

81 PIAZZA SAN MARCO, FROM CAMPO 
SAN BASSO sn t86 K 

82 THE RIVA DEGI I SCH1AVONI 

TOWARDS THF. EAST sn ix- 



S, 



Canvas. 40.9 |I4 1(1' . 11 1 ',) (SN 1K6), 

Canvas, 57 <ca* (Z4 l / S x n) (sn 187). 

CONDITION; Apart from some- minor scattered losses in go«>d 

state. Conservation c, 1950. 

drawings: A drawing (with differences) for SN i86_ Pen, 

brown and black ink. 5- \ zn.t cm. Musee Conde, Chan- 

tilly; a replica drawing (with differences. \-,i ■ 16.8 cm), 

Roval lnsnrute of British Architects, London (Constable no. 

JM). 

variant: For SN 187, a variant, not by Canatcno, in New- 
York Art Market, 194"" 

1 st;R avid: A related etching to SN 1X6, De Vesmcii. 
provenance: A. J. Pilkington, Parkmorc, Co. Antrim, sale, 
( hnstte, July 2.5, 1930 [no. io with SN iS-') ; acquired John 
Ringling. 



EXHIBITIONS: The Art ti.ilk-rv. I uronto. I'.n:.ilrtr<i n^ 
s\ [86: no. 1 19; sn 187: no. 118). 

On the basis of the drawing in the Musee Q>nde and 
the similarity of style to the dated drawing in the 
Runsthalle. Hamburg, SN iXft and SN i8~ can be 
safely dated in the last decide of Canaletto's life. The 
mechanical type of spot highlighting is characteristic 
of the artist's late works. It should he noted that [he 
provenance of the tarl of Cavan given by Constable 
is not correct. 

sot'Rt 1 s: Constable. W., Candlelit) 1 1961), 1, p. 191 (no. 41, 
sn 186), p. zii (no. 1 19, sn 187) ; Puppi. L., Canatetta (1968), 
p. 111, nos. 341, (43; Census (as Canalctto) . 





Luca Carlevaris, 1 665-1731, 
and Giovanni Richter 

C arlcvans trained in Rome under Netherlandish art- 
ists and studied mathematics. In 1679 he moved to 
Venice where he virtually invented Venetian view 
painting. Remained in Venice till his death. 

8.1 PIAZZA SAN MARCO TOWARDS 

SAN MARCO SM669 *- 
S4 PIAZZA SAN MARCO TOWARDS 

THE PIAZZETTA SN670 x 

Bwh canvas, -% • u- ij w' . 

• osDtnos. \part from tome minor scattered losses in good 

sutcCcm tniaaa ac. isho. 



variants: SN W»sj variant with several differences). Italico 
Brass I ollectmn, Venice; SN 6-0 variant with differences at- 
tributed in Ciiov.inni Kichicr. former I v Oswald Siren C.nllec- 
111 hi. Stockholm; SN (ro variant with differences attributed 
in ( .irlev.ins, Italko Brass t .oliection. Venue 

CHoviKANt 1 : Dukeol Newcastle, t Innher Park ; by itilien- 
tance l.arl o| I incoln ; with Hooncndijk, Amsterdam. I>j8 JJ 
(?); Ban in van iln Cues van Dirxland; with Hocgertdijk; 
acquire J Hiti^linj; Museum IJ5J. 

IXHUtlllONs: Nottingham Castle Museum. MuiLlnd Coun- 
ties Exhibition 1 iM-vJ (Duke of Newcastle,' : Bordeaux, Musec 
des Beans \rts. !h Titpoto .1 GOjM is>*6). p, 4. 

Ri//> ( 1967) noted the hand of a collaborator in both 
SN Wiij and v \ "- similar to that in the variants in 
the Italico Brass Collection, without being able to 
name him. However, it is significant that the vo&iuuoi 
SN t>-c; attributed toCiovanni Richrcrby Fioeeo ("Gto- 
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vanni Richter.* l.'Arlc , 15 |i9?.i|. 3- is. fig. t) is much 
closer to the Ri tilling work than the Italico Brass 
version. The Richier is dated on the stretcher 1717 
which intimates that the Carlevaris prototype must 
date about i - i 5-1 -.Since the sryleof Richter's mature 
work (illustrated in Fiocco, op. at.) is closer to SN 
670, it ma> be assumed that the latter is perhaps c. 
1715-29, during the last four years of Carlevaris' life. 
Carlevaris' own late figure style is looser and chalkier 
in tune. The form of collaboration was probably that 
Carlevaris painted the architecture and his collabora- 
tor the figures. 

sonnets : R1//.1. A., Carlerartjs (1967), pp. 94-96. pi. 164 (sn 
669). pi. 165 (sn 670); Census (as Carlevaris). 



Follower of Catena 

«5 PORTRAIT OF A PROCURATOR OF 
ST. MARKS SN73 

Panel. 28> • ii.6(ti' , B" , . 

condition : Some minor losses on the face. Some rubbing 

due to overcleaning. Conservation c. 19^0. 

pro v p.nance: Tolcntmo sale, AAA. December 8-1 1, iyif> 

(DO. 76] as Catena) ; various properties sale, AAA, April Zf- 

lo, 1917 (no. 942 as Catena) ; acquired John Ringltng. 

Suida (1949) attributed SN 73 to Paris Bordon com- 
paring the head to that of a senator next to the Doge in 
Bordon *s Miracle of the King,, Scuola Grande di San 
Marco, Venice. Presumably on this evidence SN 73 
received its present title. However, Canova has re- 
jected SN 73 as Bordon. Fiocco (opinion) proposed 
Catena in 1915 and Heinemann agreed, giving a date 
(file) of c. 1 \Oft-o8. The Census on the other hand opts 
for Bordon. 

This seesawing of opinion may be due to the some- 
what indeterminate nature of SN 73. The modelling 
appears to be later than Heinemann "s proposed date 
and the handling seems a little weak. 

Suida (1949) was in error in stating SN 73 to be from 
the Aehillito Chiesa Collection. 

sources: Suida, W., 'Clarifications and Identifications of 
Works by Venetian Painters,' Art Quarterly. 9 (1946). 286. fig. 
- . I kmemann.F..Bi*W;me/£M/imjni 1 1961), 1,228', v. - i, %. 
;w. Canova, G., Cans BorJim 19M), P- ii9: Census las 
Venetian. si\tcenrh century, or Bordon). 



Vincenzo Damini, active c. 1715 - 
after 1740 

Walpole sa id he wass pupil of Pe I legrt n i . " He wa s cer- 
tainty influenced by Pia/zcit.t and Pittoni.* In t~t9--o 
he came to England and returned to Italy via France in 
1^30. He is known to have been in Aquila in ["40 and 
perhaps settled there. 

86 JUDITH WITH THE HFAD OF 
HOLOFERNES sn 178 tv 

Canvas. 148.6 ■ 109.2 t(8' . 4? 

1 ondii 10S: Ciood. Previous!} o\erpaimed 10 render Judith 

.is .1 St. C!ecih.i with .1 vlIIi ■ and die old winn.ni Imklinu .1 sheet 

oi nmsie. Overpamtinn was removed 111 1949. Conservation 

1949 

PROVt.N'ANt t : Unknown, probablv London; acquired John 

Ringling. 

I-irsi attribuied to Damini bv Voss Suida. 1949-. The 
erratic lighting and broken nature of the drapery are 
characteristic of Damini's style (viz. Baptism of ( .7;risf 
| Chiese d i San Sil vestro, Aquila ]; Pall ucchini, pi. usi- 
Paliucchini suggests a date during Damini's period in 
London, c. fto-c. 1-30, which seems reasonable on 
comparing SN i^S with The Sacrifice of Isaac, Ge- 
maldegalerie, Kassel, 873, as painted before 1750. 

soi m is: Pallucchini, IC, LaPittUrt veneztana delsetUventu 
Veil lie, 19**"". p. in. pi ?Z4; Census Js Damini). 



Gaspare Diziani, 168*^-1767 

Received his early training in Belluno. Arrived in 
Venice c. 1-09 where he worked with Gregono Laz- 
zarini 5 and Sebastiano Ricci until the latter went to 
England in itii. Largely resident in Venice, he made 
visits to other Italian cities including Rome c. trifiand 
also worked in Germany 1-17-2.1. 

87 A MONKEY TRAVESTY ^ [S: a, 

Canvas, 48.1 • 63.5 (19 • 25). 

CONDITION: There .ire some minor losses around the edges of 
the canvas but otherwise in good state. Conservation 1964. 
PBOVENANCf : Trevclyan sale. Christie, June 1. 1918 (no. 99 
as Magnasco) ; acquired John (singling. 

The monkey in art has been fully explored by Janson 
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(A//e .;»(/ Ape /.ort> . . . [1951 1). Briefly, the monkey or 
ape was introduced primarily as .1 witless imitation of 
man .uu! employed satirically, e.g., Titian's rendering 
uf the iMOCOQtt as three apes, By the mid-seventeenth 
century the monkey was often used to satirize either 
the imitative artist or the connoisseur. At the end of 
the cen tun', however, monkey pictures had largely he- 
come hizarrerie to amuse and delight a less serious 
audience. 

Reattributed to a North Italian painter by Suida 

11/491 but in his note he referred to Gaspare and his 

von Antonio as painters of monkey scenes. Soborik 

convincingly confirmed SN i8z as a painting b\ 



Gaspare Diziani and proposed a datec. 1717-11 when 
the artist was working at the Bavarian court in Mu- 
nich. There Diziani would have seen monkey paint- 
ings by David Turners the Younger in the gallery of the 
Bavarian Electors. The L-sh aped interior with an arch, 
a window and the scale of the monkeys and their ac- 
tivities in SN 181 are remarkably close to Tenters' 
monkey compositions, six of which were also en- 
graved by Coryn Boel (Le Blanc, 46-51). 

COUHCES: Sohoiik, K., 'Gaspard Diziani— A Momb-y Ttmh 
esty.' Rinplmg Museum Newsletter. s Ut-z), no. ?; Clensus 
[at Venetian, eighteenth ten tun 
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Giovanni Antonio Fasolo, 
c. 1 530-1 572 

Trained with G. B. Zeloni and Paolo Veronese. In 
1 556 was probably in Venice working with Veronese 

on the ceiling of S. Sehastiano. In 15 >- and 1 5I1 he 
was working in the Teatro Olympia Vicenza and at 

various palaw.i. There Ridolfi reports he was killed 
falling from scaffolding. 

SS PORTRAIT Ol A t AM II Y CROUP 

SN K} /L 

Canvas, 21K ■ (8l.fi IK6 ■ -1). 

condition : The painting is made up of four pieces of canvas 
(three vertical strips and a horizontal strip). Losses havi it- 
curred along the seam lines, hut otherwise in reasonable state. 
Conservation ig^- 

NtOVENANCK: Probably Alphonse Oudn vale. Paris. April 
16-]-, iXtif ino. IZ*. 22a- itfo); anon. Knglish collection; 
with A. 1 Nicholson, London, 192s ; acquired John Ringlme. 

Barbieri was the first to point out thcclosesimilarity in 
style between SN X3 and the two portraits by Fasolo 
in the MuscoCivico, Vicenza. Fiocco agreed verhalli 
with this opinion, reversing his earlier published at- 
tribution to Veronese. Following Barhieri's sugges- 
tion of ,1 date of c. 156 1 for the Vicenza portraits, SN 
S ; must be ot the same period, C. 1 561-65, as the hair 
si\ lev and costume details are identical. 

sources: von Hadeln, D., "Some Portraits by Paolo Vero- 
nese,' Art tn America, 15 (1917). iti and pi. (as Veronese); 

. .>.(... ./'jij/oV'r'")nfj4'!,i9i!i).p.iOi(as Veronese) ;Kiocio, 
Paolo \ < mnese t<M4 .p. 12-.pl. 19; Fiocco. 'Ein Familktibild 
von Paolo Veronese,' Pantheon, 4 1 19m). 298 and pi. (as Vero- 
nese) ; Fiocco, 'Neue Portrats von Paolo Veronese,* l'.inthenti. 
6 ( 1930), S45 (as Veronese) ; Bcrenson. Yrneti.m SdfooJ 1 1 057 
fas Veronese. 1 ; Barbieri. F-, 'Due Jipmn di Giannantouio 
Fasolo . . . ." Arte VenetJ. 12 (iysH). 10?-, Piovenc. G ., and 
Manni, R., Veronese ( 196K), p. 87 {as Veronese ?) ; CmSMS (as 
Veronese follower). 



Paolo dei Franceschi, c. 1 546-1596 

Bom in Antwerp as Pauwcls Frank, he sertled in Yen 
ice c. ii~i where he worked in Tintoretto'-, work- 
shop. He is listed in the Venetian Frvg/iJ pittorica, 

l sS-l-96. 



89 ST. GEORGE AND THE DRAGON 

SN I02 1 

Canvas. M> 4 87 '2*>' , -,4' , 

CONDITION I OWttattI«snic*edrothcfigUreof the Princess; 

otherwise the state is reasonable Conservation 0*46. 
PROVtN\xi I i London An Market !as Tintoretto : ss ith Aji- 
ncw, ioiN as ttordnn): acquired John Ringling. 

Suida (IV40. 1 proposed Paolo Franceschi and Crcgon 
(file) was also in favor of this attribution. In general 
the style of SN 102 conforms with other works by 
Franceschi. 

soi'k< 1 s: Census 'as Venetian, sixteenth century, or Paolo 
dei Franceschi). 



Francesco Guardi, 1712-1793 

Trained and collaborated (mostly on figure composi- 
tions) with his brother Gian Antonio until the hitter's 
death in 1760. Francesco was working more or less 
independently by c. 1750, He was influenced partly by 
his brother-in-law G. B. Tiepolo. He spent the whole 
of his career in Venice. 

90-91 HOPE, ABUNDANCE AND 
FORT1TUDF sn iSyt-igot 

Panel, 1M.1 ■ -S.i >t>\' . ■ jo 1 ,1 SN iSmk 
Panel, n»- — s 6i' . - w'j) (SN 190). 
sltiNt l) haiku: SN' tNv: F . IrturJi fl.'jnno 1-4- (before re- 
moval during counts anon in 1949). 

CONDITION: Good, Some vcrv minor scattered losses The 
signature aiul .kiu mi SN iXy had obviously been restored 
during an earlier cleaning- Neither panel shows any evidence 
of overcleaning. Conservation 1949. 

drawings: Ifniali' Saints, red chalk. Museo Correr, in is. 
7304,7305 (related only in a general way and the attribution to 
Guardi has been doubted by Ragghuinti). 
I'ROVTNAM 1 : I ugeiic Ctlaen/er. New York. before ojii; 
Col lis P. Huntington. New York, sale, Anderson Cilleries. 
April 15, 1916 {no, ^9! ; with Bohlcr, Munich. 1928; acquired 
John Ringlmg. 

exhibitions: Munich, Aire Pinakothek. 1918; Houston 
Museum of Fine Arts. The Gwiliiu hitmity ( wK) (nos. J, 4) ; 
Venice, Pala/70 Crassi. Guardi ( 1 96s ) (nos. -o. -1 ). 

SN 1X9 and SN 190 represent together Hope. Abun- 
dance and — the winged purti with the broken col- 
umns and cornices— Fortitude. Hope is supported b> 
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her anchor and Abundance scatters ears of corn. The 
broken columns and cornices refer to the Fortitude of 
Satnson and the winded putti denote that !ove assists 
this virtue. The association with the extensive view of 
the sea and the boatmen by I he beach must indicate 
that these virtues are Connected With seamen or fisher- 
men of the Adriatic, 

SN i S9 and SN 1 90 as can be seen from ihe sources 
have been discussed at length asimportant evidence of 
rranci-M.n\ figurative work, as connecting hnk\ be- 
tween him and his brother liian Antonm and as to 
their correct dating and original location Most au- 



thorities accept SN 1X9 and SN lyo as Francesco, 
except de Maffci (i94X) who attributed them to Ciian 
Antonio. The contentious issues have been the date 
and original location. While von Hadeln (1917) re- 
corded the signature and date, he could read only 
"17 — .* Fiocco (1917), who also cites Voss and Suida 
(1949), maintained the date was clearly to be read as 
'1-4-.' In 1949. SN 1X9 and SN 190 were cleaned and 
the signature and date came away with the solv e nt , 
Fiocco and Pallucchim constant!) reiterated that the 
signature and date were removed through overt -lean- 
ing, and others— de Mattel (194X1. Nicolson n*>s 
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Family's villa. However, the date of SN (i\x must be 
i. 1757 <■>!, when Tiepolo, after his return from Wur/- 
burg. was working m the Vicenza area before he left 

lor Spain. 

This dating has recently been confirmed In Santi- 
taller 1974 in publishing the ovcrdoor grisailles h\ 
I icpolo formcrb in the Palazzo Canossa. Verona de- 
stroyed iv4v. These grisailles were completed in 
October rhi. The one depicting Magnaamutj is 
close m siibiect and style to SN 652 but in Morassi's 
opinion more in the style of Domentco than C.iam- 
kittista. 

A date c. i-%S-6o might then be reasonable for 
s\ ..<:;. 

soiiri 1 s: Morjssi. A., A Complete (Uit.ilogM* of the V.nnl- 

mgtofG It. Tiepolo 1 *#>- , p. 4N, fig. {-2: Schmidt. \ . "Zu 
I jepolos Asien-Darsteilung in Vi'ur/burg,' /.riluhrifr fin 
kttiHlxtfthiihtc. ;- 1974}, >9. 60; Santifalkr. M.. "I ( St>p 
r.ipportc del Tiepolo ncl Palaz/o (. anossa di Verona.' \rt, 
\ i-ni-rj. 2S is>"4 . 2N; 2S4. n. 2i.tig. ;6s,:Santilaltcr. M , 'IV- 
druppc nut du Pyramid in Giamkittista Ticpolos Trcppciv 
ti.uistresko der Rcsiden/ i.u W ur/burg." Mmic/vi.r /jhrlniih 
fur Kiliiftiiti- ktot.-t iv~s>.p. 19ft. nos m. 14. hj. ;;<<'.•-«- .1-. 
« 1 B Iiepolo 



Imitator of G. B. Tiepolo 

110 AURORA (for a ceiling) sn 1S4 

1 reset) transferred to canvas. 290y M^.i 1114' . ^4 

1 ondiiion: Considerable losses must have resulted when 

iht- freSOO was transferred sometime m the nineteenth GOWK) 

tor large areas are mcrpamted. Conservation tJS5. 

i'Kovt.N\N< 1 : Palazzo Onigo a S. Andrea, Treviso; with 
1 .i.uiili. Milan, c. 1900; PoctI sale. Petit, Paris, June 21 24. 
1919 (no. 25) ; Canessa sale, AAA, Janium 2S 2fi, 11,124; w itli 
Bohler: acquired John Ringling. 

Although Morassi appears to have accepted SN 1N4 
as by (J. B. Tiepolo he noted that Molmenti (G. B. 
/ ii/>i>li> 1 1909I. p. 1 i~. no. 10) thought that it was the 
work ot an mutator. There is so much ovcrpamt that 
it ts difficult to detect what the original work was like 
but it may be that beneath the nineteenth-century ad- 
ditions there is perhaps a fresco by Francesco Zugno. 
since the original areas have some similarity to his 



handling. Since Morassi dates SN 1S4C. i~so 00. an 
attribution to Zugno is not unreasonable lor he was 
working at the Villa Sodenni. Ner\esa. near Treviso 
in 1-S4. 

soi Ktiv Morassi. V. A Complete C./ra/oyi/r <>f the I'iiint- 
mgp of G It Tiepolo 1962), p. 48, fig. j$7; Cenaa nG B 
Tier* 1I1 1 



141 viola The Prophet F.li]jh and the Widow of ' Zaraphath (sn 138) 



Domenico Tintoretto (Robusti), 
c 1560-1635 

Trained and worked with his father, Jacopo, tn Ven- 
ice. 1 le seems to have become an independent portrait 
painter in the 1 <;Sos. Worked all his life in and around 
Venice. 

Ill THK HOLY FAMILY WITH ROSI S 

SN79 *U 

I.IIII.KI52S Ht4(fto'. S2 1 , 

1 Usui 1 n>s LOCKS doc to earlier blistering along the foot of 
the CanVU Other minor scattered losses throughout I'onscr- 

rarjon ox>x 

I'Hin 1 n \n< t : Unknown, probabU London; acquired |ohn 
Ringlmg. 

The lilies of the valley are an attribute of punt \ for the 
Madonna The I'.hild has chosen a red rose, the sym- 
bol of his passion. 

Smda 1 i>4f> was the first to attribute SN 79 to 
Domenico. an opinion accepted ever since. Heme- 
ntann (file) pointed out that SN 79 was based very 
1 loscly on a painting (no • 114) in an Italian private 
collection attributed to Jacopo Tintoretto. This latter 
work includes a glory of putti with the dove of the 
II'pK Spun above the main group which is almost 
identical except for a few changes (the direction of 
heads' with SN -9. However, from the photograph 
the st\ le of the large painting seems to be that ot 
Domenico. not Jacopo. SN -9 is a mature work and 
therefore ^.\n probably be dated in the t syos. 

soi ri is: smda. \\ . t larificarions and Identifications of 
Works In Venet ian Painters." The Art Qtt.it terl\. ij 1946 , 
2^4. tig 1 ? : ( 'emus as Domenico Tintoretto 
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and Heinemann ( 196$) — have discussed die signature 
.ind date as the addition of a later restorer, perhaps 
reconstructing die remains ol an old signature. As to 
the original location Fiocca 19*7 described the panel 
as the organ shutters in the church ot Angelo Raffacle, 
hut withdrew this suggestion favoring two other 
works Koeco, L'Angdo Raffaele [1958]), then later 
i 1 96ft: he described them as doors for a cupboard be- 
longing to the Gonfratcrmta del Sacramento of the 
same church. Fiocco 1966 published a payment of 
eighry ducats b> the ( ontraumita to Francesco dated 
December 2.3, 1-74X. There are two objections to this 
suggestion: 1 the angle ot perspective of SN lSyaud 
SN 190 would intimate a cupboard at some height oil 
the gnmnd not .1 vi r\ practical position. (i)Sinding- 
l.arsen (1962.) provided evidence from Ripa [JcOftolo- 
pa) that the figures represent Hope and Abundance, 
Abundance Fiocco had always read as Ettcharist or 
Faith to provide a religions connection. De Maffei 
(1948} had already described SN 1 89 and SN 1 90 as a 
secular allegory depicting Venice (the two putti work- 
ing with architectural elements) dependent on the sea 
and the boatmen : and land. De Maffei also proposed 
that SN 189 and SN tyo comprised one composition 
which had been divided in hall when removed from 
the original location. It is true that the two works 
match more exact)) than is usual in most pendant 
paintings isee color plate). 

Neither Nicolson (1965) nor Heinemann (1965) 
proposed a new date for SN 189 and SN 190, mil* 
gn 1 ng their opinion that it was a later work. Nicokon 
citing the style ot tile men mk\ their boat as mature 
work. Pignatti tile tentatively proposed i~\-or i _ o- 
Ftowever, Mahon (1967), OH stylistic grounds, averted 
1h.1t 1-4- was the correct date, which, previously. 
Arslan (1944} had upheld. Certainly Francesco's 
Carlo and Uhaldo Resisting, the Spell of Armida, Na- 
tional Gallery, Washington, dated 1747-50, has the 
figures set apart 111 a landscape. However, Mahon 
('When Did Francesco Guardi Become a Vedutista?' 
HurliriRton Stagazme, 1 10 1 1968I. 69-73) places two 
views (Baltimore, Museum of Fine Arts) in the catty 
1 - vos, with which, in comparison. SN 189 and SN 190 
are much more mature and assured in the handling ot 
sk\ and water. In i~hi or 1 -r-14 Francesco painted the 
Miracle of St. Hyacinth. K unsrhistorisches Museum. 
Vienna, with which SN iSg.indSN i 90 show 3 marked 



comparability in the figures, sky and water. There are 
also the same motits ot branches with leaves and a 
'ship under sail.' This incompatibility between the 
compositional type and the background could point 
to a long delay in the completion of the commission. 
Since the influence of Gian Antonio has been gen- 
erally accepted and he died in 1-&0. Francesco might 
easily have been completing a commission originally 
undertaken by his brother. This hypothesis would 
suggest a date of c. 1763-64 Bortolatto . 1 9-4 is quite 
correct in reacting Morassi's iy-;i date of t — 0-80 
as too late. 

As to the original location one may surmise that 
very possibly as one painting (probably) SN 189-190 
were commissioned by a secular institution to be 
placed high up in some meeting hall. The loose tech- 
nique and acute perspective angle would indicate this. 

SOURCES: vim H.idfin, D., 'Two Allegorical Figures by Fran- 
cesco Guardi.* Burlington Magazine, so [192"). 2*14-2*9; 
Fiocco. G., Burlington Magazine >\<:tter;d. Hadeln),5 1 (192-). 
,. . i in. in. (1., 1,1 1'ttiurj ri'iwzuiM tie sshento e seftwewta 
[VerotU, 192^. tig, 83; Morassi. A., 'Francesco Guardi .is .1 
Figure Painter,* liurliii^lmi Magazine, S S ! it»29),299;t.tKring, 
M., 'Francesco Guardi als Figurcnm.ikT," Zettschrift fiir 
Kunstgcschkhte, - < 1958), 2J'9 -,i i ; PaUucdum, R-, I Disegm 
del Guardi j/ Xiuseo Com-' di \ enezi.i 144; . pp 19. 4"-; 
Arslan. F... 'Per la dehni/iotte dcll'arte di Francesco, Giannan- 
umioei NicoloGuardi." Emp ori um , 100 1 1944]. i-H;Goenng, 
M . trancesca Guardi (Vienna, 1944). pp. tj,z8c79;«fc Maffei, 
I ■ . . ( r i.Dt A nt 1 1 tin 1 ( ,n.i i ill V i- roil a , 1 94X 1 . pp- 9 ?~99- p's *4 > ^ . 
Morassi. A.- "C'.niiclusiont mi A. 1- K. Guardi,* Empnnum, 1 14 

19] 1 . 212, 2K-2I6; Rapphianti, I ... "F.pikighi guardeschi.' 
Aiinah delta Scimla Somtale Superioredi Pisa, Florence. 11,22 
(I953). pp. (•• 9, io-i "- 22. 2i. 2-, JJ, |7; Moschini, V.. hrati- 
eesooGtmrdi Milan, iyU> , n. 11. pp. 12. 14. is, Muraro, A . 
'An Altarpiecc and Oihcr Figure Paintings by F. Guardi.' Bur- 
hitjiton Magazine, 100 (19*8!, 7, 8; Fiocco, G.. L'Angeio Raf- 
faele (Turin. 1 9%H), pp. 29. « : I'.illucchim, R-. /-J I'ittura vene- 
•iana del settecentn (Venice, iy<Vo}, pp, 151, ui-iK>. 1 I**; 
Mur.issi, A . "I.i ciiiLjitL- sinrn .1. II. I a 1 iis.ikmrin. 1 1 hi n.i,' / 111 
jmriimi. 1)1 (Jane i960), 11. 5; Sinding-l.arsen, S., 'Four I'niiu- 
ingshy the Cuardis in Oslo , . . .' Acta (liisiitutione Romartum 
Ni irvtgiae) , t ( 1 962). 1 K \. 1 K4; Z.ampetti, P., \lostm dei (.Iwinli 
(Venice, 19A3), pp. 140-141 ; Nieolson.R.. review. Cinardi Ex- 
hihiuon. Venice. Htirltngton Magavne, 10- 1 i9f>i , i.4~2:Heine- 
nianii. F., "Mostr.i dei Guardi,' Kunstcbnmik. 18, h. 9 (ivfiO, 
p. 241 ; PallucchinuR,,' Note .1 ll.i most ra dei Guardi.' A ne l>- 

net.i. 19 '1961K21K; Mahon. 0.,'TFie Bnithersat the Mostr.i 
dciGuardi . . .' PrabUmip4aiticschiariedeicoitvegnQ- . delta 
musna dei Guardi Venice. is>h"!.pp. 85-87,9 8 jy , 10^-104, 

109. isi -IS5. pis 44. 4t; *»iudiTig-l arsL-n, S., 'L't'lemento 
paesistico in opcre tigurativv del Guardu' op. at. (Venice, 
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i •*- , pp. 201. 104; Zampctti, P.. Ml Problem.! del (.uardi: La 
. lUIIj vcn(.i,'r,/» ck Venice. l96-?).p. 2|-;Rjgfch!jnti. 

Sankme dci duardi." op. tit. (Venice. 19*1-1, p 12S; 
1 1 B] 11. I , "An Lnkmiwn Prucessxicttl Bonner in the t.ujrdi 
Brothers." Hurim^ton Magazine, 1 10 ( is** . <* . Morassi, A-, 
t,uj'Ji if a. ". 1+4 m(. 54^. ph — ». iw.a»i:B«ftobK<». 
I . I amemm Cuutdi | 19-4!. p. 109; C*nsms >■*■ duardi. 



Grcgorio Lazzarini, 1655-1730 

/.lnctn says hi- started life as a barber's apprentice, 
bill turned in painting and trained with Hancesco 
Rnsa, for.inosco and Pictro delta Vetch 1.1, He col- 
laborated with CI. B. Mnlm.in in decorating the 
pakz7i of Venice, where he remained throughout his 
career, 

92 BERENICE CUTTING OFF HER HAIR 

< .im.i".. i:v V i;;S ^ : , i|B%). 

1 ( is 1 in 10s : Losses caused by a tear across the breast of 

Hermit r. Other verv minor losses t < mst-rvarion IV64. 

provi NAMC1 : C.A.I- Cavendish Rcminck sale, I hnstie. July 

S-14, 1N41 (no. -4- .is I jy.Mnni) ; anon. sale, t hnstie. tub ?i. 

ivji Imi t:i .is Ij/varmi. Mars tmd VemtUfi . .ttuuired John 

Kingling 

The sub|cci comes from the poem of Callimachus 
"Lock of B c i4» :a\ B.C.), repeated by Cat- 

ullus ft* Berenice married Ptolemy 111 tn 147 B.C. and 
Miwed all her hair to Venus if he returned from an 
expedition. On his safe return he named a star after 
her shorn locks. 

SN t - \ has been attributed to La//armi since the 
nineteenth century . However. Palluechmi proposed 
that SN t~s was an early Pellegrini, c. 1 -01 02, on thc 
b.isis 1 if drawings at Dusseldorf. formerly attributed 
10 Ci. R. Mn I in. in but given to Pellegrini by Rettagno 
1 / hsi'Sim <-ilij)in!iiii CUnt'tinni Antonio Pellegrini | Ven- 
ice, iys»|). However, Pignatti (i.,t Pittuni del sekento 
.; Venrzitt | Venice. iv59|i maintained that these draw- 
ings were by Antonio Molinan, the son of (. ■ B. M0I1- 
nart. One of these drawings Rettagno no. 2. Pignatti 
no. 94) is extremely close, only re versed, in composi- 
tion and architectural background to SN i~\. The 
Dusseldorf drawing has been identified as Anthony 
and Cleopatra Rettagno and Bacchus and Ariadne 
Pignatti ; it could as easily be Berenice and Ptolemy. 



< krist .in J the Woman in Adultery Kasscl, $24 hv 
Molmari has many characteristics in common with 
vN > 7J hand gestures, female type and a round arch 
as background. Since La/vanni and Molmari worked 
together in the Palawo Moro-Lin. it is not surprising 
that they share a common style, derived at the time, 
• i\ 1 -os. from Giordano. The traditional attribu- 
tion to l.a//anni seems preferable to Pellegrini simply 
on the basis ot sty le. and thus SN i~s mav be dated in 
the decade referred to above. 

The square format would indicate some kind of 
architectural setting and the subject would tend itself 
in .1 series of classical heroines 

mii hi 1 s I'.illiicthitii. K . \mii.i etl .ippunti per Ciovanni 
Antonio Pellegrini.' i'.inthfun. iH , is*o!. iN-. pi p. 1K2; 
( awn .is I .i/Y.irini or Molmari 



Pietro Libcri, 16 14-1687 

Trained with Alcssandro Varotari (II Padov. initio") in 
Venice In i^2.N he was in Constantinople. In t6u ;; 
imprisoned as a spy in Tunis. In if>\\ he returned to 
Venice In iM - in Spam and trance In iMX ^i mi 
Rome. In if.41 Florence and Siena. In 1641 returned 
to Venice briefly before going to Vienna. In ir>w he 
returned to Venice for the remainder of his life. 

93 JUPITER, DISGUISED AS DIANA. 

SL DUCES CALISTO w i 4 j 

Canvas, 121.6 • 146 4X 1 . r'J. 

conditio* Poor. Mj|or losses due to earlier damages. Con- 
siderable rubbing due to ovcrclraning in the past. Darkened 

\jrnith ( 1 insert jtitwi c. 144ft 4S< 

PKinixANCf: London An Market; wiih Bohier. 1927; ac- 

united John Kinglmg. 

I hi Mtb)eci is from 1 Kid. Wetanmrphnsrs 1, | tiisto 
was the daughter of I.ycaoan, King of Arcadia. She 
w.ts seen by Jupiter when she was attending Diana. 
Jupiter assumed the form of Diana to seduce her. 

I )espite its poor condition SN 141 appears to be an 
original work of the artist. The figure ot (. atistOOtn !x- 
compared to the reclining goddess in Libcri's fudge- 
ment of Puris. Dresden, sly. Tbe erotic subject gives 
ample reason as to why the artist earned the soubri- 
quet "Libertino* from his contemporaries 

SOI Hi Is: ilctlSUS (*» LllvTl - 
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129 agostino carracci Susannah and the Elders (sn in) 
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Attributed to Bernardino Licinio, 
before 1 49 1 -before 1565 

} Ic is first recorded tn Venice in in i and the last men- 
tion o4 him there is 1549. He ujs HhtmrH bj Gior- 
gutnc .ind Titian in portraiture and in hi-, figure works 
hv Palm.i Viuli:n. 

•M PORTRAIT OF A YOUNG MAN ^ „- -. 

I 4IUJS. t\ I 444 i,J f ;- 

< < >M 11 1 11 < s Several small losses mattered in the left half of 
ihe eaiiva- , whowiw in reasonable ..(.milium ( imvcrvanon 
i960. 

I'Kiivi vtMi I .lpr.un Algernon Sartoris. I'.iris, with Wil- 

deratem, I'.ins. tyi- (asGraqgjanc); with WHdeMtaa, New 

1 nrk .is ( .ilisto Piazza) ; acquired John RiflfBogC iyis 

Siiki.i (1949) attributed SN 67 to Ljcinio and dated it 
C. 1 524. t-'lt'H- 1» Portrait nf\t Wonuti (dated t ,24), Ca 
d"t )ru. Venice. Gilbert preferred Romamno who was 

also influenced byGiorgioneand Titian. Eariier, how- 
ever, licrenson had ascribed SN f>- to C .ilts«> Piazza 
win. was .1 follower of Rom j mux 1 Rcscnib Ferrari 
has rejected Gilbert's opinion and returned the work 
to In. mm. an attnhution with which Zen and Fred- 
encksen ( inimf concur. 

soi m 1 s Hcrensou. future UiLn* i<m* . p jSti js Cilisso 
fmm .^uida. W.Xlarineationsand IdeniihcatKHRof Works 
by Venetian Painters.' Aw Qujrtrriv, 9 1sm a . iSti. iS- ; Cil- 
Krt. C, 'Portraits by or near Romanmo." Artr I „mt>Jnli, 4 
1 ■'<>*. i*i. % 1: Ferrari. L. U R.munsn,, 19*1 . p ui; 
Oiu*> Uvl uim.i 




Lorenzo Lotto, 1480 - still active 1556 

Framed probably in Venice and influenced by Gio- 
vanni Hcllim. I le worked m various towns, Trvviso, 
Bergamo. Ancona, Loreto amongst others including 
Venice. In noo he was in Rome. In 1^4 he w.is in 
I ureto .ind probably settled there. 

^ M\IU)NNA AND CHII D sn N 

1 oMimoN; tin 1 j nvjs has suffered omsidcrabb in the past 
from damp. leading tr. ovx-ral] flaking and thus there are in- 
numerable small kisses throughout. Conservation 19-0 post- 
poned indefinitely. 



v vmi vm Miiscul iv no. Vtceraa. . 

i'kov 1 v vs. 1 see tummenurv] ; with Bohlcr before 1950; 

acquired John Kindling. 

SN 64 is .111 origin a] work and so attributed hy Smda 
! 1 90), The losses are sn extensive that very little cm 
be done to restore it to a viewable state. Pallucchini 
and Canm a suggest that SN 64 can be identified with 
one of the tw o small painrings of this siihieu recorded 
in the account book of the gilder G. M. da Lignago as 
being sent from Treviso to Venice 111 1 ,4- One of 
theatwaa left by the amst with Sana ot inu in 1*49, In 
iffoLiititiput one in a lottery in Ancona. In i>si as 
he had not sold it he sent it to Francesco Pctmcci m 
Rome There it was finally sold. 
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Maggiotto (Domcnico r-edeli), 
1713-1794 

Trained with Piaz/orta and remained under his influ- 
ence until c. 1^40 when he began evolving a more 
academic style of his own. 

96 HEAD OF A (URL WITH A SPINDLE 

SN 18} ft, 

I .im.iv 4-6 \-.<, iK J , m'i- 

( omiition: Small lmsi-% on the neck and near hand, Other- 
wise in good Mate. Conservation 1950. 

[•K(>\ hSANt 1 ■: Flia Vi flpi «.;ile, AAA, December 1-. 191- (no. 
4^v as Piazzetta) ; acquired John Kindling. 

Pignarti (rile) made the attribution, although Studs 
(Ms., 1949) had already considered it. A suitable com- 
parison is Hay with .i Recorder (Ca' Rezzonico, Ven- 
ice; Pallucchini, La Pittuni t'owzhma del st'ttecento 
1 Venice. 19A0I, pi. 4.1 -) in which the dark shadow 
around the lower part of the face and the distinctive 
overlarge shadows around the eves are the same as in 
SN iS $. Figures 30N- ^oyare also relevant in Butgarelli, 
M.. Trofilo di Donicnico .Vlaggiorro,' Arte Xcneta, i~ 
320-2.35. She also proposes c. 1-35-40 as the mam 
Piazzetta phase of .Maguiotio's work, thus a reason- 
able date for SN 183. 
soi rcfs: Census us Piazzcttah 



Boschetto dated SN 64 c. 1535 on analogy with the 
Holy Family with St. Catherine, Museo, Bergamo, 
where the Child is in the same pose, but Suida (1949) 
preferred a later date. c. 1^41-1 556, which not only 
accords with the melancholic interpretation typical of 
Lotto's late period bur is also confirmed by the docu- 
mentary evidence above. SN 64 was painted c. 1 547. 

sottRcts: Hanri, A., and Boschetto. A., IjorenzatJitUi (1933), 
p s-. tig. io[ ; Bcrenson. Lotto (1955). P- 85; Biaiiconi. P.. 
luttJ h plttur.i Jt ! iirt-nzit Lotto II9S?). P- <H. p'- •*$! I'- 1 '- 
lueehini. R.. and Camiva. G.. IjutUi I19-5), p. xxqi Census 
:as Lottoi . 



Rocco Marconi, active 1504-1529 

He possibly trained with Giovanni Bellini. Other 
works of his show the influence of Giorgione, Bordoti 

and Palma Vecchio. 

97 MADONNA AND CHILD sn 54 j^ 

Panel. \oM &.X Ho ■ 14 V,}, 

condition; There are losses in the Child's body; chemical 

blanching of the Madonna's drapery. The landscape, left, is 

repainted. Conservation c. 1950. 

variants: There are numerous variants 'see HeinemannV 

t'HoviN\N< p : I dwardt ticney. iNS^ihy inheritancct.olonel 

Capel-Cure. Badger Hall. U.K., 1H90; hy inheritance Fr.1n1.1s 

Capel-Cure; sale. ( hnsiie. .VI ay 6. i<»o( Ino. zSh with Jeffries; 

lames Srillman sale. AAA, Nc« Ynrk. February 3. 191- (mi. u 

as Bellini) ; acquired John Kingline. 
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tXHltrnows: Burlington House, London, (>/,/ Matters 

on loan I" iht Metropolitan Museum. \n\ York. 

The attribution is h> Heinem.tnn I.ikcSN s > tJt.no. 
54), SN S4 is kised, 011U reversed and with a different 
landscape background. i>n Giovanni Bellini's Mjatm- 
najnd ( hild, S.io Paulo Museum. Brazil. Suida 1 s»4s> 
suggested (. hnsinforo C jsellt 

KM Hi 1 s liroiuu.ti Ainu jnm Helhni KIjsm1.it JcrKunst. 
p xi l : Hcincmann, h. Htllim r 1 Bfthnuni 1961 . 1. «6. ?og: 
1>hsm* .u l.im.itini Bellini Studio 



II Padovanino (Alessandro Varotari), 
1588-1648 

[ rained with Damiano Mazz.a. a Titian follower, In 
[614 he moved to Venice and was so much influenced 
in Titian that he was in Rome 1614 c. 1620 to copy 
1 he master's H.j, chjiuls. In or before 1610 he returned 
tO Venice tor the rest >•( his career. 

98 DE1AN1RA AND THE CENTAUR 

\(s\l s sn 142 n 

■ .im js, ids: 14) X -i' . jtf 

. (MUMIKM: There arr smalt seattcrtU losses in horn fore- 
ground hpunrs but otherwise- m ri-avjruMc state Conuxva- 

'H«l S. IVW 

•RoviNANit: William Beck tor J. hmthill. sat. iHoi ; . 
»uh Wilson; Sir KicharJ VforsL-y . by inheritance the Earl of 
Y arhuruugh: vile, Chnsrir, Jul) io, ivis> no (Si ; withCirant; 

uquired John Kin^lm^ 

I mi mi t ions: HI, iK*d no. 41). 

I he stihicet is probably from Ovid, Mi t.nmirfrbttsesy: 
\issiis the at ni.iur offers to carry Dciamra, the bride 
of Hercules, across the river Kvenus while Hercules 
swims. On the other side Ncssus attempts to rape 
I U'l.imra and Hercules kills him with :i poisoned ar- 
t 1 >w . 

SN 141 is probably one of a series since .1 Hercules 
tod Omph.tle of similar si/e was with Milch Galleries. 
New York Suid.i 104s* records that SN 141 was 
bought by Sir Richard Worsley on the advice of Benja- 
min West. There seems little doubt that SN 1 4i can be 
identified with the Padovanino of the same title to 
V\ ilium Beckford's collection. 
-urmh: Vrmui as Padovanino 
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Antonio Palma, c. 15 to - after 1570 

He was the nephew of I'alma Vecchio ,: and father of 
Palm.i Giovanc and he married the niece of Boni- 
facio,* with whom he trained during the i S40S in Ven- 
ice. Most of his career was spent 111 Venice although he 
came originally from Bergamo. 

99 ESTHER BEEORE AHASUERUS SN 85 n, 
Camas, i-c.i in j 9} ii$). 

ISsi (HMD: (ORKIIT HESTtR Ct(M VUJII RK.fVI IN 

SOIIO VHIIsHlls SIM VI « (,C. MIHWIIII 
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t on [HT1QN : Apart from some minor scancred losses in good 
state. Conservation 1959, 

provenance: Contarini. Venice, c. 1574 {?); unknown, 
probably London; acquired John Ringling. 

The subject comes from Esther 5:1-4: Esther comes 
before Ahasuerus who a t tends his golden rod to her 

in acknowledgement : she then invites him to come to 
a banquet with Haman his favourite who is oppres- 
sing the Jews. 

Gilbert linked SN 85 with a visit of Henry 111 of 
France to Venice, for as Krautheimer had noted Esther 
wears a Doge's cap with her crown and that of Ahas- 
uerus is adorned with a fleur-de-lys, meaning that 
Venice is begging Henry for aid against her enemies, 
since Esther sought to expose Haman to Ahasuerus. 
Gilbert identified the coats uf arms as those of Bur- 
gundy and the Venetian Contarini, He further read 
the 'VI M CiCt' a> the initial* of the donor but Pignam 
(file) seems to be right in identifying them as VI M(a) 
GG(io), i.e.. May 6, 1 574. 

Henry III was in Poland 1573-^4, leaving there for 
Venice on June 18-19. The occasion represented 
therefore in SN N> is possibly a Venetian embassy to 



Henry in Poland, who persuaded Henn to come to 
Venice. 

There seems no doubt about the attribution to An- 
tonio as Suida 194'j had suggested and the painting 
he noted, also by Antonio, The Queen ofSheba before 
Solomon (118 ■ joo, Palazzo Reale, Venice), would 
seem to refer to the same or similar embassy to Henry 
for Solomon wears the same fleur-de-lys decorated 
crown as Ahasuerus in SN 85. Stylistically both seem 
to he identical in period. 

soiikcf.s: Gilbert, C, 'A Sarasota Notebook," Arte Veneu, 
is [1961), 4Z-45 ; Census (as Antonio Palma). 



Jacopo Palma Giovane, 1 544-1628 

Was the son of Antonio Palma" and great nephew of 
Palma Vecchio/ Trained with his father and Titian 
and influenced by Tintoretto"" and Veronese.' 1 ' He was 
in Rome from c. 156110 c. 1568, but otherwise worked 
in the Venice region. 
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100 THE CHOICE BETWEEN THE ACTIVE 
AND CONTEMPLATIVE LIKE s?s 95 ji 

Canvas, i$j_4 ■ iS- (60 ■ iij). 

condition: Same losses due to tears lower centre, left and 

right Darkened varnish. Conservation 1962 

pruvi mm 1 - Unknown, probably London; acquired John 
Ring ling 

The allegory of SN 95 is analogous DO Veronese's 
painting of the same title (National Callery, Mel- 
bourne). Fortune, crowned, stated by History, is sur- 
rinirided by the attributes of power and success. 
Centre, the young man has two masks on his lap, one 
representing mature age and the other old age. These 
three ages ot man represent both human life and pru- 
dence. Minerva as Wisdom gestures towards the im- 
mortal Sustenance of Knowledge. The smaller groups 
on the left — three philosophers and two scholars at 
their desks — represent the philosophical and schol- 
arly nature of wisdom. 

Another work, CutcUo di Pio, Carpi (Kunst. Hist. 
1 r> — ss . attributed to Palma Giovane has a similar 
composition and an allegorical subject which pro- 
pose-. .1 similar choice for a young woman. Harmonic 
Love (Venus and Mars' or Destructive Love (Psvchc 
tearing her hair). SN 9$ can possibly be dated 1 s~o- 
80. Sutda (1949) was the first to attribute SN 95 to 
Palma Ciiovanc. 

sol' R l l s : Census as Palma Oiovanc ' . 



Jacopo Palma Vccchio (Jacopo 
Negreti), active 15 10-1528 

rliere is no reliable information cm his early years. 
I he chronology of his early works lias been 1 on I used 
with the late work of Catena and his late works with 
those of the young Bonifacio. Presumably most of his 
career was spent in Venice. 

101 THE PRESENTATION OF THE 
CHRIST CHILD IN THE TEMPLE 

SN ~1 

Canvas, itX 1 • i-d 4*' , frj 



< ovtn 1 ion : Poor, Extensive losses overall, the worst from 
centre to right t onscn-anon abandoned 1959. 
P««vim\i 1 Manlrin. tS#>S; Viscouni VimNimc sale. 
I hnsoe. March 9. 191; no. 16 as Scbastiano del Ptomho : 
with Agnew, 19*8 ; acquired John Ringlmg 

Suida (1949} attributed SN ~z. to Bonifacio with 
which the Census concurs, but most authorities have 
preferred Palma Vccchio. Berenson dated SN -1 late, 
which would explain the alternative attribution to 
Bonifacio. 

SOUKCU: Bcretison, luli.in Viaures (imi), p, 41 1 (as Palma 
and assistants . Ciombosi, (• , l'.ihn*t Vtahio iv\- . p. 101 
!as Palni.i Vccchio I; Kcrensim, Yivirtijn School (19s" .p i-'i 
as Palma and assistants . Manachcr, G„ I'Mnu II Yttibiu 
dv6K), p. 10- as Palma . ( \-nsu< .is Bonifacio 



Giovanni Antonio Pellegrini 

Trained with Paolo Pagani tn Venice and wu influ- 
enced by Giordano and Scbastiano Ricci. In 1-0X he 
\\ a-m ( nglandwith Marco Ricci: i~i ? inDiisseldorf : 
1716-1S m the Netherlands; 1 — 1 *a in England; 1-20 in 
Venice and Pans; 1 -2. 1 -41 mainK in \'enice but many 
visit-, to other towns in Europe. 

102 THE ENTOMBMENT sn 1-6 

Canvas,?-* 1.LS ; ;S , <: 

coNtimON: Loses caused by a 6.6 tear through the leg of 

man, left. 1 Itherw tsc in pood state. Conservation i960. 

I'Riih s \m 1 ; H R Muglies, Kinmel Park, Abergele, Vtalcs: 
by inheritance la. Col, H. B. 1 Hughes; sale, Snthehy , July i, 
19*9 1111, NS as Sebasiiano Ricci}; with Newton; acquired 
John (tingling. 

I'alluccbini dates SN 176 to 1^19, the second ol I'cl- 
legrini's visits to England, when he was largely en- 
gaged m work for the Earl of Cadogan. Pellegrini left 
lor Pans in March i-io, Pallucchmi cites the Queen 
Tomyrit (Sao Paulo, Brazil) as belonging to the same 
period. It is not unlikely that SN i - 6 remained in 
England from the time it was painted 

sin *< 1 s Oregon. M . 'Sugli abbozzi del Pellegrini.' Pjtj- 
gome, t|i (i960). 66; Pallucchmi. Ij Pitturj tmrzuna del 
settaento Venice, isrfo' . p. 60: Qww (as Pellegrini 
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Pier Maria Penacchi, 1464— 1514/15/28 

He probably trained with and was influenced by 
Gerolami da Treviso, Also influenced by Aiuonello 
da Messina and in bis later work by Ciorgione, 

103 SALVATOR MUNDI sn 55 

Panel, 68.6 • 55.1 (17 " ii%). 

condition: Losses on the face around the beard and in the 
background, Rubbing evident throughout and particularly on 
the hand on the parapet dun to ovcrdeamng in the past. Con- 
servation 1950. 



VARIANTS: Variant, Art Centre, Queen's University, Kings- 
ron, Ontario, Canada; variant. Art Market, Berlin, 19^0, 
66 - $$ (hand on book 1101 parapet), formerly Catena, now 
Roccn Marconi [Kims trustor isches Inst., Florence, 6106K). 

PROVMNANCK: G, Ncumans, Paris, 191K; with Bottler, 1930 
(as Catena) ; acquired John Rmgling. 

Attributed ro Catena by Suida (1949) but more con- 
vincingly by Heinemann to Penacchi and later con- 
firmed by Parronchi (file), who drew attention to the 
similarities with the autograph Chris! .it Vjhhmhs, 
San Sal va tore, Venice. 

sources: Heinemann, F., Bellini e i Beltmiani (1961), 1, 58, 
193J; Census (as Giovanni Bellini). 
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Sebastiano del Piombo (Luciani), 
c. 1485-1547 

Trained with Giovanni Bellini andGiorgionc in Ven- 
ice. In 1 s 1 1 went in Rome when he entered a close 
relationship with Michelangelo. In 1518-29 he was 111 
Venice, but returned to Rome. In 1531 he was ap- 
pointed Keeper of the Piombo (the Papa! Seal: and 
painted little after that date. 

KM PORTRAIT OF CARDINAL 

GIOVANNI SALVIATI sn 65 *- 

Panel, 105 • 99(41*4 ■ jjVJ. 

cONun ion: Conservation in 1946 revealed the 'secretary' on 
the right. Losses located on the cloak and across the top. The 
face of the Ordinal has been almost completely overpamtcd 
in the disiant past X-rav examination in 1971 showed iht- 
underpainting of both heads. The ovcrpainring on the Ordi- 
nal's face repeats the features ot ihe underpaiiinng- Conserva- 
rion 1 946 and 196S. 

varum COPY: Larger variant, caovms, i>i ■ 129.5. Gcmal- 
degalene, Berlin, lit t\ ; a copy of the head and shoulders only, 
panel, ->6.i 60.9, inscribed ioanni s sAl.VlATUs CARIJ.,5. H. 
Bemet Collection, Coventry, U.K. 

PROVEN AN Ct : Possibly Cardinal Antonio Maria Salviati, 
1654; Thomas Lrskme (purchased, Rome, c. 1847); David 
Erskine, l.inlatheii, Scotland, sate. Sodieby. December 5, 192.1 
<no, 71) ; wnh ( ailnaghi : acquired John Rmgling c. 1 914 
exhibitions: BFAC, 1915. The Venetian School [no 
pi. 9. 

The sitter in SN 65 was previously identified as Cardi- 
nal Enckcnvocrt (1464-1514; Cardinal 152.3) on the 
strength of the note in the 1911 sale catalogue saying 
the painting was originally in S. Maria dell' Anuria, 
Rome, where Lnekenvoert had commissioned Sebasti- 
ano to paint a fresco cycle, but as Vasari (Le Vite 
[Novara, 1967], 5, 314-515) recorded, due to Scbas- 
ti ana's procrastination Michael van Coxie replaced 
him and painted the cycle of St. Barbara and the j.x>r- 
trait of (be Cardinal. This is confirmed by Titi [I'tttitra 
e sciiitiir.i arebttettura twtie chiese dt Room, ind ed. 
I1721 j, p. 438) for Coxie'sport rait nt Cardinal 'Ninco- 
furtc' was still in S. Maria delPAnima. M. t olinnho. 
whom Waagen said advised Thomas Erskine on his 
acquisitions, must have confused two portraits. 

Gilbert identified the sitter as Cardinal Salviati 
(149a- 1 ssi) and dated the painting c. ts?i, just be- 
fore Sebasnano's connection with Michelangelo was 
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terminated in 1 5 u. on the basis of a letter dated July 
1531 from Salviati (then forty-one) to Michelangelo 
thanking him for a proposed gift of a painting, which 
Gilbert identified as SN 65. However, the Berlin vari- 
ant, larger and more imposing. ,u\<.\ recently identified 
as a portrait of Salviati and his secretary, must have 
prior claim to being the gift mentioned in the tetter. 
One may presume that SN 65, quite different in com- 
position and much more informal, was painted shortly 
after for the Salviati family or perhaps for the secre- 
tary. 

sources: Bemison. Venetian Painter* (1905), p. izo;d*Achi- 
ardi. P., SebdStijnn Jet Piombo (19c*), p(t. 190-192.; Bcmar- 
dini. G . , SebastMito del i'lomba ( 1 908) , p. 4-? ; Bcrenson. it.itiMi 
Pictures (1912.), p. <2_r; Dussler, L., Sebastiano del Punnhu 
1 1*42 !, pp 6X. 1 40.pl- 4? : Pallucchnn. K ., Settasiian Veneztami 
'1944). pp. M. r>4, hi. pi. 12.8; Gilbert. O 'A Sarasota Note- 
book,' Arte Vem-ta. 15 1961). 3K-42.. p|. 39; Census as Se- 
hasnano). 
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Giovanni Battista Pittoni, 1687-1767 

Trained with hiv uncle I ramcseo I'lttoni J. )-iX"' . 
Ho was influenced by a wide r.inciul artist* including 
Cnordano, Balestra. I'laz/etta and ficpolo. He trav- 
elled much less than his other Venetian lontcmpo- 
ranes. 

10S IMAC.INARY MOM Ml \ T TO 
JAMES, 1ST EARL OF STANHOPE 

SN 6yv 

Canvas. K4 < <t v> u' , ii% 
1 i>s in in is vntud. Conservation i>.. 

MLMrOHSS; sruJio. of seven heads, red chalk, 2,1-4 ■ 10.4, 
Accidentia. Venice; studio of nine hc.uk. red chalk, (j | 
14. S. Muscol (irri-r. S407. 

1 iMsHi it i'iim 1 si, Sanielitle.il 1 142.2, signed. ( hryslcr 
An Minora, Norfolk, Virginia 

PROvtsAsct : Owen Mi. Swim Mr Svvinny sjlc, I jngford. 
l.onJoii. Fehniary 2X. i-;s. 20 chiaroscuros untitled; i'nos. 
14-4$); Florence An Market, it>(4; with Adulph Lucwi; ac- 
quired Rinejinji Museum 19 

ixHimtions: Rice Uhivcmtv. Houston, (tray h the Color 
i«r* -4 'no. 41). 

The allegorical meaning of the Stanhope tomb is quite 
clear. James Stanhope {16-4 1-21 was both soldier 
and statesman. In i~oS he was Commander-in-Chief 
of Spain In i - 1 4 he became Secretary of State and in 
1-1S he was instrumental in concluding the alliance 
between England. France. Austria and Holland. In the 
painting. Stanhope, accompanied bv his standard 
bearers, has relinquished his arms to accept the laurel 
crown and scept re of government. The presiding geni- 

11-. 1- Wisdom, 

Constable noted that the large painting was finished 

In ( Vtober 1 1 . 1 -ih, so it 111. is be assumed th.n SN 6<w 

was completed by the end of that year or early in i - ! - . 
Constable also corrected die somewhat erroneous ac- 
count in the Portland (i«j>6) catalogue, particularly 
the fact that George Vertue [Nntrbooks | Walpole So- 
ciety], v, 149- i\o) had seen the large work at Good- 
wood, the home of the Duke of Richmond in 1747. 
The idea of painting imaginary tombs ol notable Eng- 
lishmen was originated by Owen McSwiny . 1 bank- 
rupt opera impresario staying, at the time, with Con- 
sul Smith in Venice. The Duke of Richmond finally 
ac qui r ed Rfl of the twenty-four paintings, the remain- 
ing fourteen being acquired by Sir William Moricc in 



i-io. McSwmy also commissioned a botttttO to bc 
painted Irom e.uh large work 00 Completion with a 
view to publishing a set ot the engravings. However, 
only eight were engraved SN hw was not among 
these arid published in 1 — 4 1 Racou in her entry on the 
Tillotson tomb grisaille, louvre \ . >i-.«< gat Will 
<Hi!f Tans. iv~t I. no. iv~ . proposed 'hat each gri- 
saille was bv a single artist SN i,o V ...in be accepted 
therefore as being entire! v bv Pit torn, as maintained 
m the Houston iy-; -4 catalogue Most of the frost- 
Zttti remained rn McSwiny's possession since twenty 
of them appeared in his sale. In the Fori land I9v6' 
catalogue, the large work was attributed to Pittoni 

the figures . i analetto (the architecture! and Cima- 
roli the landscape oniheb.isisth.it these three ar ti s ts 
had cooperated on the tomb ol Archbishop Tillotson. 
Constable, quite rightly, rejected the attribution to 
Canaletto and on the evidence ot a letter from Mc- 
Swiny to the Duke of Richmond. November t. i~i6 

( unstable, Op. ck, I 'Mr Craham writes me word 
from Bologna that the Figures in that to Lord Stan- 
hope, are pertectlv well done bv Signore Francesco 
Monti.' proposing that Monti was in fact responsible 
for the architecture. That is hardlv tenable, since it is 
highly unlikely that the picture was sent to Bologna 
for the architecture and returned to Venice for the 
figures. The truth would seem that McSwhl) wrote 
"Stanhope" w hen he meant '(_ adogan." the tomb paint- 
ed, m fact, bv Monti. 

It seems most probable that the painters of the archi- 
tecture were Domemco and G iu sep p e Valerian who 
cooperated with IValestra on the William III tomb 
(Collection of the Duke of Kent 1 and w ith Pittoni on 
tile New ton tomb I it/willtam Mus .( .imbridge) with 
which the Stanhope tomb (SN 699 1 shares a great deal 
m common. A comparison with that of William III 

Burlington Magazine, 69 | t93£], 14O reveals a stmi- 
bll coffered arch, also a similar structure within an 
arch, the same columns and capitals, the predilection 
for large vases, etc. The Tillotsmi ami Stanhope 
tombs were finished together in i~if> but McSwmy 
wrote to the Duke of Richmond (November iK, 1 727 
a full \ ear Liter tosaythat he w ascending the Tillotsmi 
off on the first ship sailed February 1%, 17x8), re- 
marking: He t analettol has more work than be can 
doe. in anv reasonable time, and well,' It is clear from 
the same letter that the Stanhope tomb had already 
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pine, for McSwiny wrote that by sending the Cado- 
gan, Godolphin and Tillotson tombs, '. . . you'l want 
but one, besides the large one to K, William etc, to 
compleat your apartment at (.mod wood.* From all 
this it seems clear that Canalerto had his hands too 
full with the Tillotson tomb and his vedute paintings 
to Cope with the Stanhope at the same time. There is 
no doubt that Cimaroli was responsible for the land- 
scape of the large work ; a comparison of the foliage is 
sufficient evidence. It should be noted that the related 
drawings are 'stock' types used by Pittoni in a number 
of compositions, 

sour* i s: Constable, W„ Cmdetto [1961}, u p- i~i. i- p- 
4H: Census [as I'tmmi}. 



Marco Ricci, 1676-1730 

Trained and worked with his uncle Sebastiano Ricci. 
In 1695 they were in Rome, Florence and Milan; 
1 706-09 in Florence again; 1709 and ijn-jf) in Lon- 
don; 1716 in France and the Netherlands. In 1724 in 
Turin. The intervening periods were spent in Venice. 

106 LANDSCAPE WITH TOBIAS AND 
THK ANGEL sn 179 

107 LANDSCAPE WITH BOAZ AND 
RUTH sn 180 

Both canvas, -•<».,: 94.6 no • it'/j). 
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INSCRIBED! (sn [No) verso: (.'. W. Snow Nm; if iy»j> Nete 
York. 

condition: SN i-y: RuhhiitR in the sky; otherwise good 
state, SN jKo: Losses linetn 1. -shaped tear lower lelr. Ruhhinp 
in tW' sky, Otherwise no' >d st.iiv. I unsei vanun 11/14. 
fKOViNANf 1 : Private collection. New York, iw>; acquired 
John Rmj;lin£. 

EXHtsmoNS: Detroit tot dtut c oJ fcra, V«oci r->oo-rSoo 

1 is»\i! (SN iSfo: 00, s6) ; Itrooks Memorial An djllery, Mem- 
phis, Sel/jstianii and Mtwo Ki< d »i Smttk a (iy66) (vs 179: 
no. 17; SN 1K0: no. *K1 

The subject of SN i-y amies frtim the Rook of Tobit 
fist— J: the Angel Raphael instructs Tobias to catch 

(he fish whose In er and he.irt Johns \s ill burn later 10 



exorcise the devil afflicting Sara, his future wife. The 
subject of SN iNo is from the Book of Ruth z:8: 
Boa/ befriend* the Moahite Ruth and eventually 
marries her, 

Miikovich in the Memphis exhibition described 
SN t-yandSN 1 So .is early works dannjja Iter Marco's 
first visit to I, undone, i-i 1. Ii is possible to date them 
close to A l.jkr ,111, 1 Hitis (Dresden, $6z) and land- 
scape with Mtmks and Xi'j>hcnr>i»i.nt Venice, Ac- 
cademia which P1I0 [Marco Ricci \ 19MI, nos. u». j s 
dates 1-10-io. A dating nearer the bejitnning of the 
decade would be possible for SN i->> and SN 1X0. 
Mil ru> < , .,■-,•,. i-. M.irco Riiti 
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Girolamo da Santa Oucc, 
active 1503-15 56 

Possibly trained with Gentile and Giovanni Bellmi in 
Venice. Influenced by Cima, Lotro° and particularly 
Tirian. 

I OS ST, NICHOLAS Or BAR I :. fragment) 

SN 57 

Panel, txj.6 J4>*<44% -'''^- 

CONDI 1 kin; Over h.ilf nf the paint (shoulders downwards) is 

modern. In simu furls ihe (Mini is Linsi:ihlir with incipient 

Making. Other losses scinered throughout. Conservation l. 

1946-48. 

PROVEMAN4 1 ■ : l.hnch sale. AAA, November i, lyi" im 7J 

and pi.) : Edgar Mills sale, Marx, New York. November 11. 

193a no i'/- as Italian School , .inquired John Ringling. 

One 01 the electors of the bishopric of Myra in Lycia 
was rold the young priest who entered the church first 
in the morning was to be elected bishop. St. Nicholas 
was the young priest. St. Nicholas spent all his life 111 
Asia Minor, He died at Myra in a.d, u5- In 1084 his 
remains were taken to Ban on the Adriatic. He is 
patron saint of sailors and fishermen, of children and 
travellers. He is identified by the three figures ol the 
Trinin on Ins bishop's cape. 

The attribution by Suida 1949 was confirmed by 
Heinemann. However, so little of the original paint 
survives thai SN " represents, rather than is, an origi- 
nal work. Heinemann proposed a date of c. 1 s^o-so, 

soi'RCi.s: Heinemann. F.. Belhm e 1 Bellmuni 119*11, 1, 170. 
s;;*. t ; ( Uitnii as Ciiroiaino da Santa l-wce). 



Giovanni Battista Ticpolo, 1 696-1 770 

Trained with Grcgorio Lazzariiii' 1 and influenced by 
Sehastiano Ricci. Pfazzetta and Veronese/' In t-19 
married the sister of Francesco Ciuardi, In t~i6hcwas 
It] Udmctin i*,i Milan; i~so si in Wor/burg; i"\i 
61 in Venice and its neighbourhood. In i~6i he went 
to Madrid and remained there till his death, 

109 MXEGORY: GLORY AND 

vi VGNANIMITY OF PRINCES sn 651 ■ 



Fresco transferred 10 canvas), ?-(.s 190.1 I48 75 
condition : Some very minor losses; othcrw ise in good state. 
t O B ser vao on 19*1. 

I'Rovi mm 1 Unknown villa mViccnAi :BaroneFranehcni; 
with I ralel It Simoncm ; sale, Tavazzi, Rome, April 1 s" M.o h. 
19*;. (no. 141''-, with Adolph l.ocwi; acquired Ringling Mu- 
seum I'lsi 

I Miiisu loss I'.il.r/ro dell.i Biennalt, Venice, II Settru'Mti 
it. tli Jin 1 (192.9), p. 68. 

While the subject of SN 651 has always been described 
as allegorical the meaning has been debated. In the 
Simonem sale catalogue (1912) (no. 541, pi. 14 and 
cover) the title was given as The Predominance of 
Beauty over Power ami Gold. Later there was the sug- 
gestion that the figures represented Anthony and 
Cleopatra, as a historical allegory of Mars and Venus. 
The present title is derived from Ripa's Iconohpa. A 
beautiful woman with a gold belt and a pyramid fea- 
tured on a Had nan it medal (Ripa [1645], p. 2.47, pi. p. 
2,4X1 represents the Glory ol Princes, while the cornu- 
copia spilling coins and the lion both represent Mag- 
nanimity. The iconographicalaud historical references 
are. first, to Tiepolo's staircase ceiling fresco Asia at 
Wiir/.burg, where .1 beautiful princess is backed by a 
pyramid (an older tradition associated these two mo- 
tifs with Asia rather than Egypt in particular) and 
second, the ruler in SN 652 is Alexander, the con- 
queror ol the Last, who, in particular, overcame the 
lion at nazana. 

One may surmise that SN 651 is an allegory related 
to the other frescoes in the room with it. One cannot 
assume that the two frescoes at Turin of Mars and 
Venus are necessarily connected programatically n uh 
SN fr\Z (see below . 

Santifaller (1974 and 1075) has accepted this alle- 
gorical interpretation and correctly states that Ripa 
describes the woman with the pyramid as wearing a 
gold bandeau, but ill his engraving she is also wearing 
a belt and 11 is ibis which Ticpolo adopted in SN 6%^.. 

SN 652. was previously associated with three other 
frescoes from the same villa, two of about half the 
size of SN 6%i representing Mars and Venus (Turin, 
private collection and a fragment representing a 
mask (Venice, private collection), Simonem believed 
that the original location was the Villa Valmarana, 
but through Pallucchini. Professor Valmarana was 
certain that no frescoes had been removed from his 



1 IO 




109 




[ 1 1 







3L 
H 




1 1 1 



- %- 



Jacopo Tintoretto (Robusti), 
[518-1594 

Hepiobably trained with cither Hi intl.u 11 >. v hi. none 
or Bordon. He was influenced b) tlu suilpture of 
Michelangelo and the painting of Titian. Apart froma 
v inu tn Mantua in 15X0 ht worked in Venice. 

112 SAMSON AND DELILAH sn 75 

lamas, iH,A 14*.- 4V r , t - 

I OMHTIOM: Poor. The pain! surface ha* hcvn irrcparahh 
Jamapcd hv scorchint; anil presumably bv water tn the past. 
I onscrv anon jkindnncd 144- 

I UtUKT: u itS ttUitiom! figures aiKfiithcrdttfiTcnci^.tHike 
ot Dcvonshiri . t h.ii«»>>nh House. I K 

i'hhusish \mm NoO'oiisciilcvTHin:imhk-nriricdNew 
York -lucrum. aujmrrJ John K in-line 1 he- 

Hadcln thought SN 75 to be ol better quality than the 
Lharswonh variant, hut thiv mat before repainting 
was iubuwJ There seem no doubt that SN73 s 
autograph despite its M retched stare. The date would 
be about die same as the t b atmwuli work, ,. 
90. 

SOURCES: von Hadcln. !>.. Tintoretto's "Sjmson and De- 
lilah," ' Hurling <n MqaaoW, si 1 -tiX ,»|; ikrenson. hiuit 

Neavrt wu.r )6i;*c«cteBe4dtca,l . ftw TTrwMiih ili 

■•' ImttiMt'i i-.. ... rip. 110; Tn-m-. H.. Trw- 

1941 . p n*. rWm.it 1. ( .. end de Veccfaae, I' . l:>u<>- 

I'j-o .p M4.IH4. Rossi. P ,,,ih) I'.illiiiihim. -V.Opfrj 

compUutdiTrntorrUa 1971), p ii4.nn 1 4 : k.ihr. M , "Dclr- 
!.ih,".-trt tlttltrtm. (4 r«ri'. iv-i. n 1- ( '«•«>«> as Tintoretto 

I I ? PORTRAI I (VI A YoUNt. WOMAN 

SN ^S 

( anvas, 99 S1.3 (jj u). 

niMMIIiiN: I lure .in- losses thriili|>liiiul tine in au-vsirt 
iivercleaiimn 111 the p.isi I lu ni.Hklliiir.ol live face is almost 
entirely lust, Conservation c< oko. 

[>ROVENAN< I: RohiTI Hollonl; Sir (..en rue- I lolford sale. 
t linstle, July t\. iyi- (tin. 1 1 1 .is Venetian Si In ml . .u^ni, J 
|nhn Ringing. 

Attributed to Marietta I'lnton-Ho hi Suida 1949 
1 low-ever. Rossi 197 j has returned it to Jacopo and 
dated it c. 1 t$o, contemporary with the Soranza por- 

iraits.( astclloSfor/cseo, Milan. Due in the poor con- 
dition 1 it s\ -s a ririn opinion can hardly be offered — 
Itenson described 11 as 'a noble ruin' even in 1924. 



sources; Benson, 8 . The Holfawd Caii^tkm (t y ■«), p. ft 
pi. 46 as Venetian School); Roisl t )*eepo Tint o rett o : i 

nlrMU ' ly-O.pp 54.iii.pl <i,< ,iwo .is t'intoreiio Studio 
.•[ Marietta I iiiinriii,. 



Circle of Tintoretto 

114 1 ilkis'i IN IHI GARDI N OF 
GETHSEMANI M74 

Camas, ii-t. 

. 1 ivoition: There are minor vattcitil losses bin otherwise 

in p« mkJ state (. .onsen ji urn iysi 

PROS i \ VS( 1 UpfcjMM Kafka, Cans. sjic. AAA, lanujn -, 

ivi" ii" -s* jndpl . »ithKleniKTi:iT.amuin-d John Rmg- 

sN -4 was anribuud i«» Iintnrettii b) von Hadcln 
opinion in 1 9Z~ and dated 1 1578 So. Suida 1946 
agreed with the attrtbution but dated itc I ;*.? 75 
The attribution ijnntu be upheld for although there 
are the character istic S%m ">t I intoretto's late sryle. 
they have been applied more heavily and with lew 
semwvitv in the underiv mg form. The composition is 
als.i inconsistent with the stvlistic period --both the 
Agony 111 the (i.tn/rn. Vuol.i di San Rolci. Vcnkr, 
and that in San Stetano. Venice, have the figures dis- 
persed in a large l andsca pe area Hoih the \ en ice 
w orks have had a clear influence on t Ik artist ofSN ~4, 
not on iv in die St) le but details like the sleeping Apos- 
tle Jar right in the S.in RoCCOWOffc. TbetreatntLtii of 
the Apostle mSN -41s. how ever. .iii.Khriniistii 111 date 
since it harks hack tn Sihiavone. To ascribe such a 
painting to a specific identirj in the nn torett o Stndio 

isverv hazardous smci even I'mtoretto himself was 111 
the habit ot imitating Schiavutiri Kor instance, the 

I'ortnut of Freiherr von Gutanrngen, I'.iul Drcj Col- 
lection, New York, attributed to Domcnieo Tinto- 
retto, would seem to be hy the same hand as SN -4, 

and The Crowning with Thorns, Hraddn Castle, 

Prague, .ilsu attributed tO Domenico, has .1 very simi- 
lar Christ figure, parncularly the head and drapery. 
ButWeinemaiin tile Kat detected the hand of Marietta 
I intnretto in the hgnres ol the Christ and the \ni;el. 
In the circumstances u seems safer not to be ttni 
specific 

soi Hi is: Suid.i, \V , '( t.ifitli.lttons .nnl kliinitii.itmns of 
Voiks b) Vi-iieiian I'.muers.' U<, \ri {iu.nirth. i 
iNv. tiii t x: ( fittuf ascoK-d I" J inn •reftii . 
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Lorenzo Veneziano, active i356?-i37z 

Probably a pupil of Paoh i da Venezia. The dates of his 
activity in and around Venice are taken from signa- 
tures on extant works. He was a figure of importance 
in the second half of the Venetian trecento. 

IIS A SAINT K I NG i fragment) sn z 

Panel, 54.6 44.1 lii 1 . 1- . 

condition : The whole surface has been subject ti 1 c< insider 
able flaking in the past, evidenced bj numerous CIUUK) R 
midlines rhrnughp put More recent losses have alsi 1 incurred. 
"Die surface has been secured pending full conservation. 
provenance: Doubtful bm probably Kmile Gavet, Paris; 
William K. Vanderbilt; by inheritance Mrs. Oliver Hcltuont. 
Newport, R.I. : acquired John Rinpliiiu through Duveen iyiN 
i". 

Gilbert (tile) suggested King Oavid on the evidence "I 
a prcdella from Lorenzo's altarpiccc (Duorno, VtCCIt- 
za) of 1366. 

SN i has been accepted generally as Lorenzo since 
Suida (1949). On a Border photograph of 191- SN ; 
was called School of Duccio, an attribution probably 
dating back to Lniilc (ravel. Muraro presumably fol- 
lowing Bereiisun rc|ccts SN 2 as by Paolo but dates it 
in the second half of the fourteenth center] 

Judging from the scale SN 2 is a fragment from a 
fairly large composition and might represent one of 
the Three Kings in an Adoration. 

sources: Berenson, lulun Puturfi 'ism . p. 411 .is Paolo 
Ja Ventzia); Muraro. M., I'miIh Jj 1 fnrcu !>**•/ . p 1 v->. 
lip. 1 39; Census (as Lorenzo Vcneuaoi 1 
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Venetian School, fourteenth century 
116 THE CRUCIFIXION SN 1 A 

Panel, 83.1 48.2,(31*/,, 19}. 

condition: Major losses in the gold 1 background ai the top 
and down the right side of Christ. Scattered smaller bises 
elsewhere. Conscrvatn 111 1 'jtsN. 

iKO\iN\s( 1 : Unknown, probabb Kmile Gavet, Pans; Wil- 
liam K. Vanderbilt; bv inheritance Mrs. Oliver Belmont, 
Ncwport.R.I. : acquired JnhnRinplinpthn>ughDu\ten iy;S 
-9- 

This Crucitivion belongs to a type originated by a 



South German miniaturist in the mid-thirteenth cen- 
tury and since called 'The Virtues Crucifying Christ.' 
The textual basis was provided by St. Bernard of Clair- 
vaux in a sermon, describing the Crucifixion as sym- 
bolic of the Christian Virtues, The prototype composi- 
tions (see Kat/cnellcnhogen, A., Allegoric* of the 
Virtues in Medter.i! Art [Warburg Institute. 19 W 
reprinted by Norton. New York. 1964I, pp. 38-1,9, 
pis. 40-41 ! varied in the number of figures included, 
but the panel here has Obedience and Pity on the 
arms of the Cross). Charity (by Christ's head). Hu- 
mility (to the left of Christ's feet). Church, with a 
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priest before her. and Synagogue led and right ot the 
t roes, background), Mary and her supporters and 

St. John vviih the centurion and ,1 soldier left and 
right foreground). On each side are six Apostles sup- 
ported by the branches of the Tree of Jesse, At the tap 
of the ( ros-., .i Pelican symbol of the Blood of the 
Redeemer N ith its young in .1 Bush 'that burned hut 
was not consumed*' from which the hand of God 
holds the Key to Heaven over the open Gospel. 

It was Offncr who pointed out this connection to 
Smda i44v » ho cued a snrfar Cmtifution Musco 
C ivico, Venice 1 with the Virtues attributed to Zanino 
di Pietro 1 \dn Marie, R It.iluii St hunk ttfPilimtMg 

14.14 , 4, -c -1 and later to the Maestro di Ron- 
1 aietta il.onghi.R., ArTc I'iwU 1 1 194- , U \ Vciie- 
tian fifteenth -century Cmufixxtn attributed to Gio- 
vanni d'Alcmapna (National Gallery, Prague) with 
some similar ieonographic and stylistic features prfr 
s the Venetian tradition ot SN 1 see f-iocco. C 
"Le Pitturc venete del Castillo dl Konopistc.* Arte 
VfttctJ. I 1 1 44*1. 19). 

Smda i*»4si considered the possibility that the 
B ingjin g Crucifixion was as earij work by Gimirmo 
di Arpo active i f,X *.V but it isdifhVult to reconcile 
Cuancnto's known work with the hand here, which 
at best must lx a workshop production. 

mii mis. ijrnsu* (as Venetian, fourteenth century ■ 



Venetian artist of the sixteenth 
century 

117 PORTRAIT Of A fOUKG WOMAN 

SN IOI 

1 .inv. is. 1 is,. ( 1 1 s-s i-t 1 . 45*4). 
1 imii 1 ion: Extensive rubbing. The darks have sunk ( on- 
nervation i<»4h, 

i'Komsvm 1 Unknown, acquired |ohn Ringliug, 

smda is>49 nigfjested thai t Mara Varotari, sister of 

Mess.indro, might be the author. The quality ot SN 
utis no higher than a workshop repetition at 

Ivst 

KM mist .'r-.-f is Vcncttan, sixteenth ccniurv 



Venetian artist of the late sixteenth 
centun 

118 PORTRAIT Ot [At Ol'O DI 

LUSIGNAN. KINC. Ob CYPRUS ss 104 

Canvas. 64.1 4H v -<•' , 1 •>'»). 

is,siKiKiii i.iniifrii ki mono. 

! to v There arc scattered U»»cs md cottsidcraMe 
rubbing Jueto mttckranmp in the past. Omscrv jtmn c. i*4<r- 

48- 

pro\ isvm i lucerne Art Market, c 194R (as Tintoretto) ; 

with Bohk-r; acquired John Rmgling. 

Lusignan 144 -; married CaterinaCornaro 14*4- 
1510J. Gilbert suggested that SN 104 was a late repeti- 
tion ol an original portrait by Gentile Bellini described 
by Ridolft, Ir Mertivigfa . . . | 164X1, 1, i<>. 

SOOttCBS: Gilbert. C, 'A Sarav.ia Notebook,' Arte Vtneta, 
[5(19611. t< is Venetian, si xtecnth century 



Venetian artist of the eighteenth 
century 

lis PORTRAIT OF A GENTLEMAN sn 194 

lim.n tjlsi i.s.il , ss.v ■!.: ;i iX). 
i ONDmOM: Scattered kisses in the background Rubbing, 
some severe, due to mere leaning in the past. Conservation 
c. i«»So. 

Mm ivimi: Unknown, prohabh 1 undon ; acquired John 
Ringlmg. 

Smda Ms.. H/4'i had I.onghubui SN 194 is a fairly 
prosaic portrait in the contemporary Venetian man- 
ner. 
SOUfU 1 s: CfftSMI (not listed). 



Venetian artist of the eighteenth 

century 

I2U SIX DECORATIVE FIGURE SCENES 

s\ ..I" ■<,«. 
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The canvases have not been viewable since Smda 
! t '*49 1 , who presumably saw ihem unrolled, described 
their subjects. 
Mil rcis: Census nut listed;. 



Francesco Zuccarelli, 1702-1788 

Trained with Paolo Anesi in Florence and with G. B. 
Morandi in Rome. In 1-29 he was back in Florence. 
From 1-30 to at least 1-51 he was in Venice. From 
1 -Si to J"6i he was working in England. In 1761-65 



in Venice. A second visit to England was made 1765- 
-1. From 1 — f to his death he was in Venice. 

126 AN IDYLLIC LANDSCAPE WITH A 
RIVER sn 174 ru- 

Canvas, 104.1 ■ [10.5(41X43' s ). 
SIGNED/dated: Two letters indecipherable - 1744. 
1 ondii'ION: The sky was overcleaued in the past but other- 
wise in nix>d state. Conservation 1966. 
proven ANCE: Vi'irh Bohler before ojio: acquired John Rinj;- 
ling- 

S\' 1-4, which was painted during Zuccarelli's first 
st.n in Venice, is a characteristic work of the artist. 

sources: Owns as /uccarelli 
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BOLOGNESE 
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Francesco Albani, 1578-1660 

Trained with Catvacrt and c. i %<■)(•> joined the Car- 
racci workshop. C, i6oo-oz he went to Rome with 
Guido Reni to assist Annibale in the Palazzo Famese. 
C. 1619 in Bologna; i6zi-zz in Mantua; 161? in 
Rome; 16Z5 returned to Bologna permanently except 
for a visit to Florence in 1635. 



127 ST. JOHN THE BAPTIST KNEELING 
IN THE WILDERNESS sn 115 R, 

c opper,49^ \-.\ t v ' . 14%). 

(.oNiuiuiN: Some minor losses; otherwise in gotxi sijte 

Conservation tsrtv 

provjnan* i: de N.inere; Due d'Qrlcans; Orleans sale, 

London, IT98 (no. zz. St. John Praying tctth a Glory of An- 

ge&); with Trmvard; Roben Holford by 1S51; Sir George 
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Hoi ford sale, Christie, July 15, 192.7 (no. 39); acquired John 
Riogung. 

exhibitions: BI, 1K51 (no. 7); Manchester AT, 1857 (no. 
33i). 

Ascribed to Annlbale Carracci. from the Orleans sale 
to the end of the nineteenth century, SN I 15 was first 
attributed to Albani by Tierze, with a date of e. 1604. 
Boscherto suggests c. 1602 when Albani was in Rome 
and much influenced by Annibale, since the latter's 
St. John in the Wilderness, Denis Mahon Collection, 
London, is obviously the model, particularly the 
prophet himself being in an identical pose from which 
Albani drew his inspiration. Posner agreed and pro- 
posed an identification of the Annibale Carracci St. 
John with a work listed in the Borghese Inventory of 

r-593- 

SN 115 differs considerably (apart from the figure). 

St. John is larger, more centralized. The dominating 
ensemble of angels is reduced in the Annibale to three 
angels of smaller size. The landscape is quite different. 
The result is a much more pietistic interpretation, i.e., 
the figures almost fill up the frontal plane, thus reduc- 
ing the importance of the landscape so emphasized in 
the Annibale. 

It seems reasonable to identify SN 115 with the 
work bought by Troward at the Orleans sale. Tro- 
ward, who was a dealer, must have sold it before his 
sale in 1807 since it does not appear there. There is no 
further trace of it until it appears in the Ho I ford Col- 
lection in 1851. 

sources: 'Waageri, 2. (18^4), 198 (as Annibale); Benson, R„ 
The Holford Collection (London, 1917), 45 (as Carracci 
Circle); Tietze, H„ 'Annibale Carracis G.-ilcrie in Palazzo 
Farnese . . . ,' jahrbttch der Kunstsammlungen des A. H. Kai- 
serhattses, z6 (1906), 158 (as Albani); Boschetto, A., 'Per la 
Conoscenza di Francesco Albani, I'itrore,'' Pmporziom, 1 
(1948), 1 18. pi. t.5.?; Mostra dei Carucd (Bologna, C956), p. 
190; Posner, D., Annibale Carracci (1972). 2., P- 38; Census 
(as Albani). 



Bolognese artist of the late 
seventeenth century 
128 A PALACE WITH FIGURES sn 173 
Canvas, 64.8 > 1 13 (75 V 2 X 44 %). 



condition: Poor, There are holes in the canvas upper left, 
centre and lower right. Some rubbing. 
PROVENANCE: Unknown; acquired John Ringling. 

An attribution to Panini by Suida (1949) is quite in- 
correct. Crcgnri pointed out the Ikilotmrsi- sn I cot the 
painting. 
sources: Census (as Bolognese School). 



Agostino Carracci, 1557-1602 

Trained with Prospero Fontana and Domenico Ti- 
baldi in Bologna. In c. 1581 was in Venice and c, 1585 
in Parma with his younger brother Annibale. C, 1585- 
86 with Annibale and Ludovico, their cousin, formed 
the so-called Carracci Academy. C. 1597 went to 
Rome to assist Annibale on the Palazzo Farnese. C. 
1 599-1600 in Parma till his death. 

129 SUSANNAH AND THE ELDERS 

SN Hit 

Canvas, 162,-3 ■ 1 1 1.4 (63 ■%, ■ 43%}. 

SIGNED: A. CAR. BON. F. 

condition: Some minor scattered old losses but otherwise 
in good mndition. Conservation 19(18. 
variant: A variant, 38.8 • 2.9.1, by a follower of Agostino at 
Chrisichureh, Oxford, 103. 

provenance: Villa Aldobrandini (since ir was painted?); 
William Y, Ottley (purchased from rhe Aldobrandini family 
jus Annihalej 1798-99) ; sale, Christie. May t6, 1801 (no, 50); 
J. Humble sale, Christie, April u, 1812 (no. 50); with Bucha- 
nan; Robert Holford (purchased from Buchanan, 1S46); Sir 
George Holford sale, Christie, July 1 5, 1927 (no. 40 as Ludo- 
vico); acquired John Ringling. 

exhibitions: BI.iSji (no. 50), as Annibale institute of Arts, 
Detroit, Art in Italy t6oo-ijoo (1965) (no. 68). 

Ostrow dates the picture 1597-98 and Posner (De- 
troit 1 1 965 1, no. 68) [598-1600. This fits the facts that 
the painting, representing feminine virtue, coincided 
with the marriage of Ranuccio Farnese to Margherira 
Aldobrandini in 1600 and was commissioned as a 
betrothal picture, which would explain its presence in 
the Aldobrandini villa. While della Pergola did not 
identify the following entry in rhe Aldobrandini In- 
ventory (16S2.) with SN 111, there seems little doubt 
that it can be: '147. Lin quadro in tela di palmi sei e 
mezzo [approx. 152.. 3 (60) | con la Susanna nuda die 
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sra nel Ragno con It due vecchi, uuo del quali La in 
testaunTurbante. sen^atclaro con una cornice dorata 
la quale nun c messa assicme. . . . Inv a t arte 146 N 

473-' 

The variant i> much closer to the Ringlmg work 
than to the l.udovico. National Callcry, London iS . 
which Byam Shaw proposed in I'.nittinsf by Old 
Muster* .it Ck ristc kmtb, Oxford London. 19**" . p. 
109, rip. 41 . no. zcn, and presumably is by an Agostino 
follower who took over Agostino's leading F.lder 
exactlv and the other figures in general with minor 
changes m gesture and expression I c*ej sofgatS&m 
Lodcn ico in Ins version c. 16 1~ was influenced both 
b] SN ill and the Annibale engraving H.i) of the 
subject. 

SOiiRCtv: Buchanan. W.. Mmifiin of Vjinting, . . . { 18*4 . _. 
15 (as Annibale); Waajjen (18*4). i, 19X (as Anmhalc); Ben- 
son. The Hoi ford I 'ollt'itiiin (roi-).p .4 ; ss as I udm ic<> . 
(."alvesi. t iu\i-lnfitiiu of World Art, * (New York, i^v). 
p 1+1; dcllj Pergola, "Cili Inveniarc Aldohraiidini : I'lnven- 
unn del p68a <i),' Arte Anticj c Modemj. 6. ii iy(-v. 
p. 70, nti. 14-; tktniw. S.. Agostmo ( -ma,, 1 diss, unpub- 
lished. New York, isj«*> .pp -tii -41-. i.i! i.tin 11. fig u8; 
Lncy, M . The Setrntrentb and li]>hlrrtiib < rnlur\' IijIloi 
Schools ['National Gallery. London, in-i . p, S: 1 tmtm H 
Agosnno). 



Benedetto Gennari (the Younger), 
1633-1715 

Trained with his uncle Guercmo.* In 16-; he «Js in 
Pans .iikI m 1C1- $ hi moved to I ondoci, where hi me 
court painter to the Stuart kings. I'resumahly moved 
to France Witt) James II on his exile ill [688, 111 ihoohe 
returned to Bologna. 

130 I'lll ANNUNCIATION SN 131 tu 

Canvas, I55.3 ' 111,7 !lOoV f Sr',). 

condition: Two major losses upper right and small old 

losses scattered ill the draper) .ind elsewhere. Conservation 

1*4 

HtQVKMAtM I : I atlierme ol BwgtrHa; with I cjlcr, London. 

19^0 (as Carlo Dolci 1 ; acquired |ohfl Ringing 

Acquired by John Rmglsng.isv arloDoki.SN 1 uveas 
attributed by Sinda 1449 to an unknown Italian 
seventeenth-century painter. It was Waterhouse rile 
who first gave its correct attribution 



As Cennan records in his K. in o/f, 1 . , S\ 1 ; 1 was 
put up in the new Roman Catholic chapel in the Palace 
at Whitehall on Christmas Day nsSA, four days before 
Kveiy n saw it I he I Itstory or Altarpiece is the Salva- 
tion . . . ' l atherine of fVragan/a, (he Queen of Charles 
II. commissioned paintings from Gentian indepen- 
dent!) of the King, \i ho preferred erotu mvthologics. 
PresumaMv , the altarpiece remained in the chapel on 
the succession of James II. whose Queen. Mary of 
Modena. had also employed Gennari. Possi hi v SN hi 
and others were taken by James. || to Lrance when he 
was exiled in ifcNX, since German accompanied him 
there. Nothing is know n ol the provenance ol SN i ; 1 
from its carU history until it entered the stock of 
Leger in the very late tuios (the firm has no further 
record of it). 

sin-Hi is German, Benedetto. Raaxdlj di tnemnnc, Ms. n 
V44. Bihlioteca Ornimunalc del A n'hiftil Initio Bolivia, no. 
119. The Durv '>; t< il-tt 1 1 i-htt. ed. E. 5, dc Beer ism ,«\ , s 14. 
Levey, M.. Ijtrr It alum Victmm m the Rnxjl V.nitecium, 
<■■ 1^4'. p. ii :<j-tttut 'astrtmnanj. 



Guercino (Giovanni Francesco 
Barbieri), 1 591-1666 

Largely self-taught hut much influenced initially by 
LuJovico (. arr.icci In ihi- he was in Bologna; in 
1619-io in Ferrara: in thii -1 ; m Rome, from 162; 
to 1641 he worked in and around ( ento. his birth- 
place. On the death of t.uido Rent in 1642 he moved 
to Bologna anil settled there permanently in 1644. 

131 TDK ANNUNCIATION sn n:t 

GHtW 1 each sec 1 101. <"■, 2.76,8(77 toy), 

CONDITION : Major losses were located 111 a ?.fi U) added sirip 
at the bottom (removed) and another major loss to the right nf 
rhe Ansel's head. The H^urcs are generally mute! apart from 
someovcrdeaning in the pa«, Cbngeryaijoii tj68 
bR.wivi. A dr.iumn the tigure ri*ver>ed . pal and ink. 
iS." ii.i.tin no V14S, fur the Angel in the t cylcr Museum. 
Haarlem. 

PROVlNVMi. (. ontralemita delk: Mortc. Rcggm fmiha; 
Sir Richard Vlorslei , f art olYarhi trough, lSc4;sali-, l_hnst»c, 
julv ii. tviy n.' ;- , .Kijinrvd Jivhn Ringling. 

EXwatnoKs: Bl. 1*49 (no. 2.}. 
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The completion date » *t the panning had obviously 
been known to Sir Richard Worslcy since he bought 
it. M.ihuit till li.i> prtnidcd. i full .kci unit. The paint- 
ing was begun in the second half of tfc;X and com- 
pleted by January iftig. A payment of no scudi was 
received from Dott. Ciiuciano lu^.i on March 19, 
thi4 The painting was placed over the sanctuary arch 
in the Church of Santa Croce, which belonged to the 
l onfratcrnita della Morte in Reggio Emilia. It re- 
mained m situ until 11 wji bought by Sir Richard 
Wor-lej when he was British Residcni in Venice 
Guflftno received other commissions for works in 
Reggio and was there to deliver the well-known 
Cnaifi.xHiit C hies.i della Madonna della Chiara) in 
April ifti6. SN til appears to be the last of these 
commissions. 

Pennant described SN 111 when it was in Sir Rich- 
ard Worslcy's house at Appledurcombe. Isleof Wight: 
"A very Hue picture of the AlWIMIH utinu by Guercino, 
in his Hrst manner in 1619. . . . There is an original 
letter of Gucrcino's in Sir Richard Worslcy's House. 
describing the pains he had taken, and the price of the 
Ultramarine which he had used in finishing the drap- 
M] ot this picture." 

soi m (s : t'emunt's tourney fntm l.undon tit the {sir of 
»'iK*t ( 1 Hoi ). p. t-4 ; Wiagen. i, K-, Supp. p. 66 ; Gnmaldi. N .. 
// Gmertmo iy6K". p. m i*> ligation given); Census js 
Guercino'. 



diovanni Andrea Sirani, imo r.670 

Trained initially « tthGiaeoitioCavcdotieni Bologna ; 
then became the assistant of Guido Reni whose style 
he imitated hut later became rather more independent. 
Me worked ninsib in Bologna Inn there are some 
works in I'iaecn/a (S. Antonio). 

132 SAL0M1 Rl ( I IV1NG THE HKAD OF 

JOHN llll BAl'I IS I ss ih. 

Canvas, 190 ir -> 60). 

1 ONOrnON; Vi'»kJ Nome old minor KIHTl'IVll I0BK&. Rub- 
bing in the background. I 'neven darkened v arnish. Conserva- 
tion ISJ4- (O. 

< oi-> A L<>p\ in j private collection, Unfaa. 



i'kiu 1 s \s( t I ,irl of Yarhomugh sale. < hristic, juU iz. 
1919 Ino. Koj; acquired John Rmgling 

I Ml nil TIons: HI. 1X49 (no. tjf); Manchester AT is^- no. 
}6t'; Bologna. Moj/rji/iGuiJ.i R,-nt ivs4 no 4SasReni>; 
Manchester, Art treasures Crntrmiy. 145- no 144 

SN 114 was accepted as Rem until [<*>-. It was Mj- 
hon's opinion recorded m the Manchester Art Trea- 
sures Centen ary (1957] exhibition that provided the 

basis ot the new attribution. The rediscovery of the 
Colonna painting confirmed that SN 1 14 had been 
confused with this work Chicago Art Insnrute for 
some time. Hibbard and Lew ine pointed out the sty- 
listic associations between an Apollo by Sir.im and 
SN 1 19. Two other paintings formerly attributed to 
Reni are now given toG. A. Sirani A Stinl. Kunsr- 
historisches Museum, Vienna, 54-. and Rebecca mid 
Eleazer, Palazzo Ptrti). 

/en elaborately demolished SN 119 as Reni and 
while gjvtng Mahon's opinion preferred to call it a 
copy It is not a copy but an original work based obvi- 
ously on the t htcago.Womcbttt with the mam figures 
reversed. Sirani completed some works unfinished by 
Reni at his death in 164a. although the Chicago work 
was not one of these since it is still unfinished. Sirani. 
M ho w as he.H ily dependent on Rem. m .is much more 
decorative The sweet expression and elegant pos- 
tures are exaggerations of Reni's manner. The bone- 
less hands in SN 119 give one instance of Siranfs 
lighter handling. 

\> 'thing is know n for sure of the provenance earlier 
than the Y.irlv trough pictures. However, besides the 
Worsk) paintings others came in 1X04' from the col- 
lection ot George Aufrere of Chelsea, whose daughter 
married the 1st Baron Yarborough. Waagen 1 ;, p. ;*4 
reported A Boy Presenting tin- IIcmI of John the li.ifi- 
list by Rem in the Karl of Shrewsbury Collection at 
Alton lowers, besides the Chicago painting which 
was in Waagen's time in the collection of the Earl of 
Darn ley. 

sotmcis; Waagen, 1, S7, Supp. pp. $8-69; Gtrodi, C. and 
v .lv.illi.t, ( . (.iH./nKeiiri w.pp. SN -Sy.pl. i4S;Zeri, F., 
'La Salome di Ciuido in t ..k.i t olimna.' {\ir.igorn- (i960), no. 
iii. pp. 50-60; Detroit Institute of Arts, Art m f(.i/v t(>oo- 
1700 (xf£j . p. S-; I libbard, H., and Ijrvvinc, M., review of 
Detroit exhibiiion. Burlmgfnn .Wj£j;im\ 10- iyh* . v~i; 
tijrNili. ( .. and Kaccheschi. i ., I '( >/»-rj t <>mpleij Jt Cusdo 
Rent Milan, 19-1 , mi ih* ,,^ Circle of Rent 1 ; Census (as 
Reni Studio). 
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150 sassoferrato Portrait of Cardinal Paolo Entilio Rondinini (1617-1678) (sn 128) 
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11 Cavaliere d'Arpino (Giuseppe 
Cesare), 1568-1640 

Trained with Roncalli and collaborated with him in 
the Vatican. In 1589-91 he was in Naples; 1591 rc- 
i umed to Rome and enjoyed continuous Papal patron- 
age until 1 62,0. He made. 1 short visit to Naples in 16 iS. 

133 PERSEUS AND ANDROMEDA SN 108 tU 

Canv.is.-i-- $1.4(18* ,, io 5 J. 

CONDITION: Losses are located centre bottom and scattered 

downwards trom the tree In Andromeda bin tew on the figures 

themselves. Conservation 1964. 

\ \Rivsrs: Khodc Island School of Design, slate, 68.6 $1.4, 

inv. ?-. 14-. Another type. Metropolitan Museum of An; 

Kunsihistorisches Museum, Vienna; Aecadcrnta, Bologna; 

I'inacoteca, Palermo; Aceademia S. l.uca. Rome; Marco 

( hianni, Florence. 

I'KOVl NANC1 : Mrs. 1 udlow. New York; l.udlow lieuuesl. 

Metropolitan Museum of Art, 1X77; disposed by the Museum 

sale. AAA, New York. February -, 1919 (no. 60 as School ot 

Giuseppe Cesare); acquired John Ringling. 

The subject is from Ovid, MvUnnorphoses 4.669ft". 

The versions given above fall into two distinct 
groups. The examples of the type in the Metropolitan, 
Bologna, Kunsthistorisches Museum, etc., can all be 
dated in and around 1601 since this dare appears on 
the Vienna work. The type represented by the Rhode 
Island work and SN 1 dS 1- larger and differs in main 
respects : the figures of Perseus and the monster arc- 
reversed, Andromeda gazes up at Perseus instead of 
down at the monster and the seacoast consists of 
rocky cliffs rather than the flatter terrain of the 1601 
version. The Rhode Island work and SN 108 are al- 
mosr identical except that in the former a small sail- 
boat appears by the rocky shore to the right of the 
monster's head and the more distant buildings are 
rendered with more precision. 

Rottgen described the Rhode Island work as being 



derived from an engraving of the same subject by 
Hendrik Golrzius of 1583. There seems little justifica- 
tion in Rottgen's ascribing SN 108 to the d'Arpino 
Studio, since the difference in quality between it and 
the Rhode Island work is no more than one would 
expect from a repetition. He refers to the date of 1631 
on the Rhode Island painting as a later addition since 
stylistically this type precedes the other of iftoz and 
thus proposes a dare of 1 592-93. 

sOl'RC is: Rottgen, H.. // Cavalier d'Arpino Rome, \<f-\ . 
pp. -8--"9; Census (as Giuseppe d'Arpino). 
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Monsu Bernardo (Bernhardt Kcil), 
162.4-1687 

] nrinedw ith Marten van Siccnwtnkctm Copenhagen. 
In 1641-44 worked with Rembrandt in Amsterdam, 
where- he became independent in 164-. In 16*1 he 
went to Venice. In if>i 1 he was in Milan and Ravenna. 
In 1656 he arrived in Rome where he stayed till his 
Jeath apart from a visit to Milan in 16-* 

IJ4 ITINERANT MUSICIANS SN 72? ** 

l atlv.lv tio.i iso.i ij- 1 ',, S9 1 ,). 

1 cisiniioN: \ I mor lir.se-. thriitighout. some riibbmg due to 

earlier overckraning. hut otherwise in good Mate 1 onscrva- 

ti<m 19*2 

mko\ 1 v met: Anon, collection. Northumberland, U.K. (as 

\tiinll. . ; vale. Christie. November 24. 1961 (no. 1 14 .is An- 

mniii Amorosi, pi. p. «) ; aeumrcd Ringling MiiM.-um. 

The ocuvre of Monsu Bernardo was first critically ex- 
amined by Longhi (Critica d'arte |i«h8], pp. 11 iff. ■ 
and the conflict of attribution between him and An- 
iiimii Vmorosi was examined by Battisti ("Antonio 
Amorosi e nun Monsu Bernardo.' I'.ommctltjri, 5 
[ 19S4 , -'i s II- iw ever, in the case ol SN -29 (here is 
little dispute over the attribution since most opinion 
has favoured Kcil. Amorosi ( 1660-1758) belongs to a 
later generation an J his color and modelling belong to 
the late seventeenth century. In SN ~zt, the Rem- 
brandt School character of the figures and thcirgroup- 
tng, the handling of the paint and its tonalities influ- 
enced by Venice all reveal the essential elements of 
Keil's work. Baldinucct refers to such pictures being 
painted b\ kcil m Rome. For most foreigners the sale 
of popular genre Subjects would be the initial process 
towards more serious commissions; it may be there- 
It ire that these works date fairly early in Keil's Roman 
period, c. 1556-60. 
50UK< iv Census iiisKeil). 



Pictro da Cortona (Bcrretino), 
i> 96 1669 

Trained with Commodi in Cortona. In 1612 moved to 
Rome; influenced b> Raphael and Polidoro da Cara- 
taggto. In [6;- he was in Florence and Venice; 1640- 



4- in Florence. In if.4- returned to Rome for re- 
mainder ol his career. 

Iss H U,AR AND I HI \NG1 I a i pf 

Cmiim, it4-t 1494 (fj • *8'- 

I OMMTMMt: Very minor scattered lenses. Otherwise m go«»d 
state. Conservation wr 

v ski \v 1 copy : Variant attributed to Mula not aeccptrd bv 
t .kL . 1 andesniuseutn, Darmstadt; ODp) "I good .(u.iiio. 
(.aiidoitiiisetim, I lannmer 
ENGRAVFD: J. Finlcr for Bowyer's Bible. 1-9* 
MtOVEttANCt : Earl Waldegrave sale. Prestagc, London. No- 
vember 16, i?6 1 (no. 4t, bought by Brown : he MM mad put up 
.i]i.nn : iM Karl Grosvcnor; by inheritance Duke of We-it- 
itimster; vile. Christie. July 4, 1914 (m>. 9); with Hihbard: 
vile. Sot heby, June to. 1926 nn 44 ;.innn. vile. I ihnstie. May 
4. i.uo (no. 145); with BIih.Ii . acquired John Kniglnig 
i miiiu 1 ios«. : Institute of An. Detroit, Art in Italy 1600- tjoo 
(1965) (no. 14)- 

The story of Hagar is from (icnesis its the subject 
here, verse 7). The attribution of SN i ,i has never 
been unesrioned. Bngann dated SN 1 u c. 1638, for, 
although larger and different in format, n is stylisti- 
cally close to the tiagar Returning to Ahr.1h.1m, 
Kmisthistonsches Museum, Vienna, 170, dated in or 
a hui 1 16;-. An almost identical angel's head appears 
in the El Uasy nf St. AJcssio, (. hies.i del t.erolomim. 
Naples, which has a documented date of ih ;>> 

The copy at Hannover is perhaps bv a Northern 
artist ■ orking in Rome. Although an able work, there 
is a lack ol comprehension of the underlying form 
pamctilarb noticeable in Hagar's advanced leg. 

sotmc t s : Young. J.. Fiction M Gran-mar House < 1811), p. 
to; VE aagen 1**4 . 1 , 1 -o ; Voss. H ., Die Malrrn drs B-irrnk m 
K.i.pj 19141, p. (44. pi p. 160; Fokker. T.. Roman Baroque 
Art lyiS;, 1. pp. tji tjj, x, pi. 1-6: Bnganti, Ci„ Vtetrti da 
Cortona (ts*i). pp. 219-2-1°. pi. 181. Census (as I'ictm d.i 
i nrton.1). 



136 THE EMPEROR AUGUSTUS AND 
THE SIBYL sn 133 K_ 

l.un.iv 14, i i«v, «,' , si*,*. 

< oNomos; Apart from scattered losses mostly in the sky 

area in good state. Conservation tfSt 

DftAVtMCS: A drawing. Graphischc Satnmlung. Munich. 

ft-9- - a drawing. Alhernna. Vienna. -is. attributed to Piciro 

da Cortona. and another ai W indsor Castle, mi Mi posvibli 

by Ciro Fern). 
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VAR1AS. I i On : Variant, full teak, 150 i(,y\ Mi) see Nano ; 
copviUN.iiKv wurk.ihK i-*.-.Royak.oNection. Hampton 

Court, l.inulllll 

i'ko\ iN4Mt: (-jvjIii-rcMarvilcoTomtnaMclaCorton.i - . 
Earl of Yarhorough sale. Chnstie. July n, i9i9 (no. ,z as 
Mararta) ; acquired John Ringling. 

The subtest is from an ancient legend, draw n possibly 
from the spurious Sibylline books, ot the Tiburtine 
Sib> I showing the Emperor Augustus an altar and in 
the sk\ ,ii iMiin of the Madonna and Child. Augustus 
then built jnaltaronthcCapirolmeHill in Rome with 
an inscription "Ara pnmogenm Dei ' The church of 
the Araeoeli is supposedly built on the same site. 

There is little doubt that Bnganti is correct in identi- 
fying the work recorded by Fabbrint. "una replica del 
medismio rfipilWD,' in the possession of Marsileu 
Tommasi da Comma during the seventeenth century. 
of Pietro's Augustine and the Sibyl. Musee Nancy, as 
SN 1 ; i and noi the 1 lamp ton c tmn w.»ik .is Fabbrini 
thought. SN 1 $ 1 is about half the size of the original 
and the copy. Opinion as to the authorship of SN 1 ji 
has fluctuated between Pietro himself, his studio (Bri- 
ganti [rile]) and Ciro Fcrri. There seems nothing in 
SN* m to connect it with Ctro Fern, particularly as 
Briganti's date for the Nancy work, c. 164s. was re- 
futed by Walter Yu/hurn (review of Brigand. Burling- 
ton Magazine. 105 [ 1963 ]. 116) who proposed c. 1660, 
I date with which Levey abi> agrees. Bn that date 
Fern was almost independent and not likely, even if 
it had been stylistically possible, to have returned to 
Pietro's workshop to make a reduced replica. The late 
date coincides with Pietro's w ntten complaint to Leo- 
poldo dV Media about the tremble in his hands 
(quoted by Vit/htim, \X ./DcssinsdcPietmdaCortona 
pour la Chiesa Nuov.i a Rome,' t.'Ocit [November 
196 1 1, p. «*)• "I he small scale of SNmi may account 
for the mixture of brilliant and slightly clumsy pas- 
sages 111 1 he handling of the paint, made by the artist 
with a shaking hand mure able it) cope with larger- 
scale work. It is also true that SN 1 u is much closer to 
the N.nlcv original than the Hampton I nun copy 
which is not only inept in the relationship of the scales 
of figures and architecture but differs m detail. It may- 
be presumed that on the completion of the Nancy 
work and prior to its despatch to the Hotel de la 
Vnlherc SN 135 was painted bv Pietro perhaps with 
the help of an assistant, as a record of the large version. 



sot k< 1 s lahhriiu. N.. Pietro da GoflONfl, pittOft c archs- 
tetto 't MtOM, iSvfti. p. m. no. <r ; BriR.inu. F.. 1'ictni Jj 
Corton.i is*n .np n% -44.pl iK< 1- : Levey, M.. The I uivr 
lulun Hetmm '" A* GWfa dJO H of Her VCwsrv the Queen 
1 v*4 . p. 91 ; Crasm (as da Comma). 



Gaspard Dughet, 16 15-1675 

Trained with his brother-in-law Nicholas Poussin c. 
1650- 1 * in Rome, where he was born of French par- 
ents. Remained in Rome working on large fresco cy- 
cles and easel paintings. 

B7 A VALLEY AFTER A SHOWER sn 362 n. 

Canvas, 9-4 ijjji (j8%* sj'/J. 

i < ■ n 1 ' 1 1 11 > '■ li »sscs extend along .1 6 1 111 » ide strip at 

the bottom ol the canvas due to water damage Minor losses 
scattered elsewhere Otherwise good stale I imservation 1972.. 
I'RovtxAM 1 • William Bccktord: Benjamin West; with Bu- 
chanan. 1K40; Robert Holford; Sir Cieorge Hulford sale, 
Christie. Mai iti* no. n 4 '.; acquired |ohn Ringling. 

Marie-Nicole Boisclatr (file) has pointed out that the 
style of SN *6i is very close to The Disobedient 
Prof/but, Musee des Beaux-Arts. Lc Havre, and the 
two paintings St. Mary of Egypt and St. August me in 
the Callena Dona I'.imphili. Rome, [wHfahcrl by 
Schleier l^i Rerue du Lourn- isj-i!. p 514. rig. io; 
Burlington Magazine, 115 It?-}]. K01, fig. 45). Both 
these latterworks are datedc. 1652. SN ;f>z would bea 
little later, c. 1655-56. 

sound s; Waagpn, II. 195; Benson, R . the /W/iid < i>il,\- 
turn isji- . i<i, no. 1 p; llensus 11111 listed 



Filippo Lauri, 1623-1694 

Trained with his father, Balthasar Lauwers (Lauri), 
his brother Francesco and Angelo Caroselh. Worked 
all his life in Rome on fresco decorations and small 
easel paintings. 

138 SAINT JEROME sn i^t 

Cam-as, .,- s s; , tic 1 . ■ jj»/J. 

t onuiiios: Croud Conservation 1946 
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All canvas: 
-i- i; 4 ;■• - SH&57). 

-v« iu- i'r , p.* , 5N6*8). 
rfi.j ?»,7 Hi 1 , • i(i' -j (swfo?). 

yfcj ■■ 71.7 (ii '/, •; (ft '/J (SN Sjo). 
JJjS 70 u 4 JtVJ{SN«Jt), 

u.f- - -o 1 14 ■ jt'/J [sis6ji>, 
< uNUiTios: All m fair Marc. 

provenance.: "iidi LiH.-wi-Robcn.son. Los Angeles: ac- 
quired Ringhng Museum 1949. 

These are no more than a decorator's work in the 
manner of Piazzetta. 

SOURCES: Census (not listed). 



Venetian artist of the eighteenth 
century 

121 VENETIAN PROVERBS sn 636 

122 WATERMELON REGATTA sn 657 

Both canvas, 1N4.- z>o,- !-i :l , • 98 " . 

INSCKIRhD: SN 636 on the barrel: A macnak Ml! siamo IN 
SKTli DIOCIHI SELLA HOTTE; top right: CHICANTA 
MtGLlO 111 KOI C.IVDH WHO VOL 

< o.NumiiN : The edges of both canvases broken away. Both 

canvases are cviensively and clumsily ovcrpain ted throughout, 

indicating major losses. 

I'ROVtNANCfc: Venetian collection before i9t4;Mrs. George 

Eustis CotCOtan, New York; acquired Ringling Museum 

i9so. SN fi\-: A. Everett Austin: donated Ringling Museum 

195 1 - 

S\ Ci ;6 and SN 65- belonged original!) to a set of six ; 
the other tour (also from the Corcoran Collection) 
were last know n to he in the Hotel Dantele. Venice. 

An original attribution to Ghezzi is quite unten- 
able. The artist is unknown but many paintings by 
him are known: in the An Museum, Worcester, 
Mass.; Wadsworth Athenaeum, Hartford, Conn.; 
Art Museum. Ponce, Puerto Rico ; Julius Held C io] lec- 
tion. Vermont; Baszenger Collection. Geneva 

As Wcschcr points out, the artist's intimate knowl- 
1 dge nt \ eneiian customs and festivals most ndicate 
that he was a resident folk art painter of Venice. 

SODRCl s: Wescher, P..*T1il -"'Reversed World" in PSetUteSol 
an Eighteenth Century Venetian Painter," Art IntcmjItathiL 
10 (1966). 50-52 (sn 636: p. <,\): Census (as Master pseiido- 
Bucchil. 



Paolo Veronese (Caliari), c. 1528-1588 

Probably trained with his uncle Antonio Badile in 
Verona. Influenced by Brusasorci. Parmigianmo, Mo- 
retto and Giulo Romano, In £553-55 he settled in 
Venice where he came under the general influence of 
Titian. He remained in Venice for the rest of his life. 

121 PORTRAIT Ol- FRANCESCO 
FRANCHESCHINI sn 81 fv 

Canvas, 1 NX ! 54.fi (74 (3). 

iNscaiBEn ijai i-i>; IXittim est DesMper VrMcisCHS I 
t-nmehesimts I Ann. Ae. XXVtll I MD1.1. 

CONDITION: Losses resulting; Irom a split running from top tu 
bottom through the column to the parapet. "There are penti- 
memi in both leg* indicating a shift in balance from one toot to 
the 1 ither. Conservation i960. 

FltOVENAHC! : Patlavicini Palazzo Dura mo ?), Genoa; Wilh 
Buchanan, c. 1805!?): Robert Holford-, by inheritance Sir 
George Holford; sale, Christie, July 15. 192- ;no. S9 as Ro- 
mamnoj; Ercole Canessa, Paris, sale, AAA, March it>, 1930 
(no. 94); acquired John Singling, 

Nothing is known of the sitter, though be probably 
came from a family in Verona. SN Xt is not onU the 
earliest dated portrait by Veronese hut with a feu- 
other surviving works supplies the corpus of his style 
before he left Verona for Venice (15s l _ 55)- SN Si is 
astonishingly mature but it still owes a great deal to 
the Brescian artist Moretto — the association of the 
figure and column with itselegant inscription. Compo- 
sitionally, it may be compared with a Chris! and 
Donor (Parish Church, Nogarole, Rocea) by Brusa- 
jon 1 —Christ is posed on a parapet with an inscribed 
block beside him. right. On the left there aie the head 
and shoulders of the donor lArslan. E.. "Appunn su 
Domenico Brusasorci e la sua cerchia," Emporium. 
106 1 1947I, 15-25). Veronese has, however, eliminated 
the spatial voids of Brusasorci by reducing the width 
ot the canvas and including a column to balance the 
figure. 

Gilbert (tile) suggested that the source for the in- 
scription is John iy: 1 1 (Jesus" reply to Pilate from 
which it can he read as 'J Power] is given from above." 

As for the provenance, Robert Holford obtained 
many pictures through the dealer Buchanan, whose 
agent Irvine was buying works from the Palazzo 
Durazzo (a Pallaviani property) in 1K05 [Buchanan, 
Memoirs ofPatHtin^ [London, 1X24)2, 167). 
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sources: Benson, R., She Holford Collection (1914), p. 63, 
pi. 49 (as Romanino; attributed by Berenson}; Venturi, L,, 
Paolo Veronese [1928), pp. 2.4-2.6, fig. 8; Ventun. I... Storiii 
deWarte . . . (192.9), 9/4, pp. 764-765; FioccO, C, 'Ncuc 
Portraits von Paolo Veronese,* Pantheon,, is (niwi, 545; 
Most r a di Paolo Veronese {Venice, 1939) (Pallucchini).pp. 11, 
79; Pallucchini, Veronese (Bergamo, 1953; isted. [939), pp. 
13-14; Berenson, Venetian School . , . (1957). t, 136, pi, 1035 
(as Veronese); Marini, 1. 'Opera campleta del Veronese (Mi- 
lan, 1968), no. 13; Census (as Veronese), 



124 THE REST ON THE FLIGHT INTO 
EGYPT sn 82.I- 

Canv as, 134.3 > 160.6 (90, V< • 63 V 4 ). 
signed: pauli caliari veronesi faciebat. 
condition: The canvas is joined on the centre line ol the 
painting. Apart from some scattered minor losses, there are 
losses resulting from old damages on the shoulders of Joseph 
and the Madonna, left and right respectively. Conservation 

1949- 

drawing: Steinmeyer Collection, Lausanne {?). 
provenance: Electoral Gallery, Diisseldorf, by 1719: Alte 
Pinakothek, Munich, by 1X36; with Julius Bohler, c. 1915-26; 
acquired John Ringling. 

SN Hi has in die past been generally dared in the early 
1 570s. The real dare can now be more precisely estab- 
lished after the discovery by Cocke of a drawing by- 
Veronese's son Benedetto Caliari (pen, ink and wash. 
Boy mans Museum, Rotterdam, inv, no. I 408) after 
SN 82. From some accounts on the verso this drawing 
can be dated 1570-71. Thus SN 82 must have been 
painted prior to 1570—71, i.e., c. 1568-70. 

Cocke notes that Veronese appears to have re- 
worked Titian's Rest on the flight, Nucvos Museos, 
Fscorial, Madrid, and rook the V-shaped trees and [lie 
classical ruins from Titian's Death of St. Peter Martyr 
(destroyed) . In addition, as Ridolfi observed, Veronese 
had a warm inrerest in Diirer, so the latrer's woodcuts 
b8<j and B90 should be noted. The thick vegetation, the 
ass and ox are found in B%. The palliasse replaces the 
cloth laid on the barrel and the angel catching leaves 
follows the angel with a pot of leaves in B90. 

Only Tictze-Conrat has doubted the hand of Paolo, 
proposing that SN 82. was by Carletto or Benedetto, 
bur thete does not seem much substance in her argu- 
ment. 

Ridolfi cites in the collection of Felice Pallavicino, 
Genoa, a 'fuga di nostra Donna nell'Fgitto.* Hadeln 



(n. 4, p. 322) proposed that Pallavicino also owned the 
Christ among the Doctors, now in the Prado. There is, 
however, 110 way of identifying SN 82 with Ridolh's 
mention since Veronese painted more than one Rest 
on the Flight. 

sources: Ridolfi, l.e Merai'iglie . . . , ed. Hadeln (reprint 
1965), 1, 321; Karsch, G., Ausfiirliche unci griindliche Speci- 
fication, deter ■ ■ . Cemahlden, . . ■ in der Calerie . . . lit 
Diisseldorf . . . {1719); von Cool, J., De nieuwe Schonburg 
(1751), 11, |;de Pigage, N-, l-a Calerie Electorate cie Diisseldorf 
, . . (1778}, no. it6, pi. 11; Viardot, I-, I-es Mitsees d'AHe- 
rnagne (1852; ind ed.), p. 10S (Alte Pinakothek, Munich); 
Caliari, P., Veronese (1888). p. 384; Alte Pinakothek, Munich, 
Catalogue (1911), no. 921 ; Venturi, A., Veronese (1918), p. 
116; Fiocco, G., Veronese (1928), p. 16; Venturi, L„ Storia 
deWarte . , . {1919). 9/4. p. 856, pi. 608; Valentiner, W., 
Das tmhekannte Meistencerk (1930), 1, no. 30; Berenson, 
Italian Pictures (1932), p. 415; Fiocco, G., Paolo Veronese 
(1934), p. 197; Palfucchini, R., Veronese {1943), p. 49; Voss, 
H., Saggi e memarie di storia deWarte (1957), 1 , p. 3°; Beren- 
son, Venetian School (1937), 1, p. 136; 1 ietze-Conrat, E., 
review of Berenson, 'Venetian School,' Art Hut let in, 40 ( 1958), 
347; Marini, J.'Opera completa del Veronese (Milan, 1968), 
no. 121 ; Cocke, R., Master Drawings, 2, 2 (1973), p. 145, pi. 
13, fig. 9; Census (as Veronese). 



Andrea Vineentino (Michieli), 
i539?-i6i7? 

Trained with G. B. Maganza in Venice, where he 
worked on many large decorative programs in Venice. 

125 SECTIONS OF A DECORATIVE 
FRIEZE sn 96-100 

(t) A young man, his protector, Tritons and water nymphs. 
Canvas, 178' 179.4 (66 1 -, ■ 1 to) (SN96). 

(2) A young woman, her protector, a sea horse-drawn chariot , 
Canvas, 163 <i '257.5 (64% ■•' 161:%) (sn 97). 

( 3) A young couple surprised by hunters. Canvas, 163.8 X 343.5 
(64' v* 135 l / 4 ) (SN98). 

(4) A mermaid in bulrushes. Canvas, 165. 1 > 140.4 (65 '*■ 134) 

(SN 99). 

(5) Two men on sea horses. Canvas, 163.2 > 345-5 (64 V, * 1 36) 
(SN loo). 

condition: Unknown. The five canvases have never been 
unrolled since T949. 

provenance: Palazzo Sal vadori, Venice; probably London; 
acquired John Ringhng. 
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i»ro\ f.NANf.k: Sir Richard VX'orsley; by inheritance the Karl 
of Yarhorough ; sale, Christie July 11, 1929 (no. 87 as Rosa); 
with Newton ; acquired John Ringlmg. 
EXHiliniONs: Bl, 1K50 [no. ) 19 as Rosa). 

No scholar who has seen SN 1 5 1 has been convinced 
by trie attribution to Rosa, even though Waagen de- 
scribed it as a 'genuine and beautiful work.* The new 
attribution lias been derived from the stylist ic ele- 
ments— the Roman character of the figure: the clear 
tone-. o( die drapery and its folds in the tradition of 
Domenichtno and later Poussin; the attenuated tree 
from the circle of Sacehi ; the rocky defile from Mola 
(for a closely related Mob, of. S. Jerome, 1-5 151.1, 
with Colnaghi, London, 1964). The artist was not 



familiar with this kind of format, since the figure in 
proportion to the landscape is not true, nor is the care- 
ful detailing to be observed in the nearest hand and 
arm consistent with the handling of those artists 
working within this conception. No artist seems to n't 
the identity that emerges better than Filippo Lauri at a 
fairly early stage in his development, c. 1645 toe. 1655. 
Filippo *s father, Balthasar Lauri, had come to Rome 
from Antwerp in about 1594, and his elder brother 
Francesco had been the pupil of S.icchi. Filippo then, 
after completing his training with Caroselli, worked 
with Agostino Tassi and Claude. A comparison with 
his Jacob Fleeing (mm l^ibatt { Hampton Court, Lev L -\ , 
Ijiter Italian Pictures pi. 80} shows in the walking 
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Benedetto Luti, 1666-1724 

Trained wnh Antonio D o ro c ni co Gabbwroi and was 

influenced In Mjranj. Spent his early career in Mor- 
e-nee hue settled in Rome in if»yo where he died. 

IW A SLEEPING NYMPH AND SATYR 

SM t6j 
140 VENUS RECLINING WITH CUPID 

sN W>4 

Both anvjs, 1 1^. r 10 

i <i viii n. is s\ ■ «■{: There art lirucs in the tup left coraeraa 
the body of the Nymph and ,i smaller number on the Satyr: 
cuRservaiion 1^4- SN 164; Losses arc located pnnei pally in 
(he sk\ and mcr the body of Venus; conservation 194-^-56. 
p«o\i\*mi Unknown, proha My Landoo; a cquired John 
Ringpng. 

SN r(S i and SN* [64 have never been oucsiioncd. They 
bodl have similarities in style to a group of mytholo- 
gies in the Schloss Pommerfelden ; ; ,. ; ;4. ; ;,. ;;ft 
and are therefore probably of j similar date, C i _ i- 
soitntf s: Censuses if. » as ascribed lol.uti. ss 164 asl_un\ 



Pier Francesco Mola, 1612.-1666 

From Coldreno near Como he moved with his father, 
the architect Giovanni Ratrista, to Rome in 1616. 
Trained with Pruspero Orsi and the t avaliere d'Ar- 
pino.' In iAjj he went to Bologna to work with AL 
ham. He was 111 Lucca 111 iM - ; in Coldreno, his 
birthplace, tod Venice in if.41. He returned to Rome 
in c. 1647 where he remained till his death. 

141 llll PROPHET ELIJAH AND THE 
WIDOW OP ZARAP1IA 1)1 sn ij8t 

142 THE PROPHET ELISHA AND THE 

Kit 1 1 WOMAN OP SHUNEM sn i j 9 h> 

Boa canvas, n.4 j* - -*\ 19) (sn* 159); 654X4&.9 

faff ty'.MsM;* 

, nsin 1 ins Minor seal It-red losses in Kith p.unlinp,; oiher- 

» ise pK>d suit-. Conservation is*>.i 

ntOVDMMCE: George Autrcre. London; the Earl of Yar- 
horough, iKo(;s.iIl, I hristic. July li, lyisi 1111. U. vv i?S; 
no. 5a. sn 1 19) : with Newton; acquired John Ringling. 

IiV subject of SN 1 *g is from 1 Kings i-:io-Z4:Given 




food In the Widow, Elijah ensures that her meagre 
supplies never tail ; her son dies and Elijah restores him 
to life. 

The subject of SN 1 |f is front II Kings 4 ;8 yj-. Be- 
friended by the woman of Shimem, Elisha causes her 
to bear a child, but it dies ,md Elisha brings ir to life 
again. 

The subjects are closely related to the Carmelite 
Order. The prophet Elijah was considered as the 
founder of the Order since he had lived as a hermit on 
\h unit t armel. Moth Elisha and St. John the Baptist 
were included in the Carmelite dynasty of Military 
exemplars. 

Cocke proposed that the Milanese Monsrgnor later 
Cardinal I mgi Omodei commissioned SN 1 ifl and 
SN 114 lor the church of S. .Maruno ai Monti since 
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their subjects were relevant to the eighteen frescoes 
(twelve depict scenes from the lives of Elijah and 
lilisha) there by Dughet and Grimaldi which were also 
paid for in part by Omodei. Certainly stylistically 
there is a clear connection and the date Cocke gave of 
K14S v.' seems very acceptable when gestures and 
the landscape settings are considered, 

SOURCES: Faulkner, T., An Historical and Topographical 
Description of Chelsea and its Em 'irons [l3h$ ),Z,ty?i Cocke, 
R., I'ier Francesco Mola (1971), pp. 10-21, f>2, pis. 37, 38; 
Census (as Mola). 

14? PORTRAIT OF A YOUNG MAN 
sn 905 /v 

Canvas, 74. y ■ 6x.t (2.9 V a a 14). 

conimtion: Overcteaning in the past has removed some of 



the halftones on the near shoulder and in rhe right back- 
ground. Some minor losses along the foot. Conservation 1971. 
PROVENANCE: Italian Art Market, c. 195 5-60 ; with Loewi- 
Robertson, Los Angeles; acquired Rmgling Museum 1972. 

When in the Italian Arr Market SN 905 was inexplic- 
ably attributed to Voet, The present attribution was 
given verbally by Anthony Clarke, an opinion tenta- 
tively confirmed by Cocke {from the photograph 
only). Both Warerhouseand Gregori were also reason- 
ably in agreement. SN 90s stylistically bears all the 
characteristics of Mola's hand. The squat-headed ap- 
pearance of the sitter and the eyes looking under 
slightly lowered lids appear in a pen drawing in the 
National Museum, Stockholm (Arslan, E., 'Disegni 
del Mola a Stoccolma,' Essays . , . Uttdolf Witlkatver 
1 1967], 2., 198, pi. 18/9), while the handling, the flicked 
strokes for the eyelashes and other characteristics of 
the brush work appear in Study of Sheep and a Man's 
Head, sale, Sotheby, March 1 1 , 1 964 (no. 72.) (Cocke, 
R., Pier Francesco Mola [1972], p. 49. pi. to). This 
latter work is dated by Cocke c. 1645. It is possible 
therefore that SN 905 can be dated later, e. 1650-55, 
because of the looser handling. 
SOURCES: Census (not listed). 



Attributed to Francesco Mola 
144 MORDECAf (fragment) sn _szo 
Canvas, 116.7 • 9.1 (49% '■• 36%). 

CONDITION: Some scattered losses; pmni surface imM.ihk 
with incipient flaking. Darkened varnish. 
PROVENANCE: Unknown; acquired John Kingling. 

The subject conies from rhe Book of Esther 4:6-8: 
Mordecai has rent his clothes and sits at the city gate 
crying out at the decree that the evil Hainan has an- 
nounced for the destruction of the Jews. Mordecai in 
SN 520 is presumably telling Hatach, the King's 
Chamberlain, about this iniquity. 

Attributions for SN 52.0 have fluctuated between 
Matteo 1'reti and Mola. While some reservation must 
be held due to its condition and the much darkened 
varnish, SN 520 appears to be an original and a frag- 
ment from a larger composition. Most opinions now 
favor Mola. 
sources: Census (not listed ), 
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Giovanni Paolo Panini, 
1 691/92-1765 (?) 

Kmm Raccnza, where be was trained in Jrawmg ar- 
chitecture, he went to Rome in 1 - 1 1 , where he trained 
with Benedetto Luti. r In i— 1 v was elected to the Ac- 
cadcmia di San Luca. Remained in Rome till his death. 

I4> HERMES APPEARS TO CALYPSO 

sN 1 - 1 illustrated tin pj$f 140} 

146 CIRCE ENTERTAINS ODYSS1 US 

AT A BANQUET sn 1-1 

ttluittMiJ 11H pjgf I4l) 

Both canvas, i*8 - 160 so ' .- '* I ' 1 

m<. vi 11 SN" i-i ICtPiMola Pjmni / RunMH 

1 HMD 1 niv [Vt>ih m generally pond siatc. Some vcr> minor 

sin all losses, (jmscrvatioii iM4*f. 

I'Rim N vm ( 1 >t 1 (ad 1UilHi.hi, Shuhdoti I but, Hereford- 

shirc. U.K. ; with Newmau, 1 midim; acquired John Rinjding 

C. l;±i- ; 

lxhimiions: RA, iNH- .sn 1-1: no, 41 as TmmpltofMer- 
atry; s\ 1-1: no ii 1 as Pj/jcf" tif Circe). 

The subject ol SN 1- 1 in from Homer, Odyssey 5.50- 
60 : Hermes is sent by Zeus to Calypso on her island 
of Ogygu n» release Odysseus so that he can return 
home. The subject of SN i~z is from f td yatt y 10.300— 
350: Odysseus, given an antidote by Hermes, survives 
the poisoned drink given him by i. tree and isthusable 
to gain the release ot his men. whom she had turned 
into pigs 

SN i-i and SN i"i are noi i\ pica I of Pan in i"s ma- 
ture style and Ansi rightly dates them early, c. i?tR- 
iii, when Panini was working on the decoration of the 
Villa Patri/i. 
SOURCES: AriM, I .. (,un Paalo I'.iiiini iimoi.pp 4- 4K, ,", 

1141 ij;Cmma (aj Panini), 



Michclc Rocca, 1666 - c. 1730 

Originally from Parma, he trained in Rome with Ciro 
Ferri, the assistant of Pietroda 1 omnia 1 k absorbed 
further influence: from some of the French painters in 
Rome from i-oo onwards. 

147 ST. CI CILIA AT THE ORGAN sN i6-t ^ 
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l.inias. (v.: iS.S Us> J , t%' , . 

i iisdi i ion . GootL l.i Hiservat ii in i«>si 

VARIANT: A signed variant, Miiseiini. ki^.i: .1 variant. Ac- 

cidenna di San I uea. it unit. ic\ersvd variant, S, Romano, 

Lucca, 

PROVENANCE: Unknown, probabt) I oiidim; acquired John 

Ringhng 

A typical work show tag the l SoftonesqiK basis in the 
forms overlaid by the lighter RoCOCO nines and han- 
dling of French influence; SN lis- is thus probably 
late, c. 1715-2.0. 

mu r« i s: Vnss, H„ \\1 Rocca: da HOgen M i m fanMch a 
Rokoko-Malcr.' /.ettuhnft fur Mdetuien Kwt>t. *> > is>ti- 
ja), 69; Vnsv ( 1 . tin M.i/ ( ti c - oV> fkinitk in Rum | 1914 - p 
^2-,; 1 .astelntivi. G., 'SertecentK minure: conrributi per . . . 
Michclc Ri«.».i.' S ja w ttu Da&aaarf (0 W ' Safeti 19*9), p. 
%-j- . 1 mew as Rocca 
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Roman artist of the seventeenth 
century 

148 ST. AMBROSE CONSECRATING 
ST. AUGUSTINE AS BISHOP sn 141 

Canvas, 2.19.1.' 2.60.% (§o'/,> rca 1 /,}. 
condition: Some major losses due to tears in die canvas. 
Lower edge of canvas deteriorated. Rubbing in some areas. 
Darkened varnish. 

provknanc 1: : Sir Richard Worsley ; F.arl of Yarborough sale, 

Christie, July 12, T919 (no. too as Roman School); acquired 

John Ringling. 

EXHIBITIONS! BI, 1850 (no. 74); Manchester AT (1S57) (no. 

K21). 

St. Augustine {354-430) was converted to Christianity 
in Milan through the preaching of St. Ambrose. After 



training as a priest he was consecrated by Ambrose as 
bishop of Hippo near Carthage. 

SN 14T on a verbal opinion by Longhi was attrib- 
uted CO the Roman School by Suida (1949). Some re- 
cent opinions have suggested a Milanese artist, but 
generally the stylistic elements in SN 141 point to 
Rome, but no satisfactory name has yet been pro- 
posed. 

SOURCES: Waagen, Supp. p. 65 (attributed to Tintoretto); 
CeniUS (as Italian or Roman, seventeenth century). 



Sassoferrato (Giovanni Battista Salvi), 
1 609- 1 685 

Trained with his father, Tarquin, and after he arrived 
young in Rome probably with Domemchino. Influ- 
enced by Raphael, Annibale Carracci, Guido Reni. 
Apart from Rome he worked in Florence and fimbria, 

149 MADONNA AND CHILD sn 117 K ' 

Canvas, 90.1 - 71.4 (35 V a • 18 '/.,). 

condition: Scattered losses and some rubbing on the Ma- 
donna's shoulder and in St. John's near arm; otherwise in 
reasonable state. Conservation i960. 

variant/copy: Variant in the Hermitage, Leningrad; copy, 
formerly Baron von Huppmann Collection, Dresden. 
PROVENANCE; Welhore Ellis Agar to iKofi; Earl of Gros- 
venor; by inheritance Duke of Westminster; sale, Christie, 
July 4, HJ14 (no. 49) ; acquired John Ringling. 

Voss stated both SN 12.7 and the Hermitage variant to 
be derived from a painting by Pierre Mignard (en- 
graved by F. de Poiily in the eighteenth century) and 
suggested a compositional relationship with The Vir- 
gin and Child Emhnitin^, National Gallery, London, 
740, which Levey dated very late and following an 
earlier design. SN 12.7 because of its mature quality 
can be reasonably dated 1645-55. 

sources: Young, J., A Catalogue of the Pictures in Crasvenor 
House (1K11), p. 7,1 engraved; Voss, H., Die MMerie des 
Bctrock in Rom ( 1914), p. 516, pi. 11 7; C<?msh.< (as Sassoferrato), 

150 PORTRAIT OF CARDINAL PAOLO 
EMILI0 RONDININI (1617-1678) 

SN 12.81 

Canvas, lit ■ 161.5(87*64). 



142 



CONDITION: Some Mattered losses hut otherwise in pood 

state I l H1M.TV.lt ton i, iv; 

l>K *« IMOi Study for (hi- ( .irdin.il and det.ulol kinds. Mack 
and white thjlli, \X t ii.-\ M]iurcd hit tnnafu, Windsor 
Castle, no. B97 

nns i v t\i i : \ iMotmt Kidlei before ism i j hi inheritance 
Brumk-v Djvenpon. sale. (. hristte. Juh iS i«». 11*16 (no. 116 
as Maratta , h ith Martin ; acquired John Rinplinj; 
EXHIBITIONS: ( ■ration (.allery, isii i tin (o). 

The sitter in SN iiS was referred to as Cardinal L in 
the Wi* sale. Him ever. Watcrhi >usc proptiscd Cardi- 
nal Rondimni (an engraved portrait appears in de 
Rossi, Ci.. 1 0Sgtes, ntfljpua ..i'Jit;.i!:a<>: defimcto- 
rum ah anna MIX I YIIL p] 11). an identification 
\\ Rial strongly (its the I. lets. Kondimm was Treasurer 
t>i the Vatican during the War of (astro, 1641, and 
u.is elevated to Cardinal for his services in 164 >. Be- 
tween September 1 and 14, 1049, (astro vv.is razed to 
the ground (Pastor, llistnrv aftbt' Popes, 10. pp, J71- 
[-1 Borgognonc and Maratta painted a picrureglort- 
F) inii the conquest of Castro c. if»so 'Dona Pamphih 
Gallery, Rome). Since SN iz8 was originally artrih- 
utcd to Maratta there seems to be ■ relevant connec- 
tii in an encamped army appears in the background 



of SN uK), Since Velazquez 1 portrait of Innocent X 
Doria I'.nnphili Gallery, Rome of iftw was much 

admired as tin- 'red' portrait ,11 the time, it seems 
feasible to suggest that Ssssoferrato «,is in his own 
SN 11S inspired to compete with another symphony 
of reds and thus a date c. ih* 1 wmild fit all the facts 
given ahou 

De l.epmay rile is also convinced that SN iiS is 
DOM correal) identified, although he notes minor dif- 
ferences, in the appearance ot ( arJ1n.1l Kondmmi in 
the engraving referred to above. 

The Madonna and Child h\ S.ism iterrato in SN 1 iN 
is in the Marquess of Exeter Collection, Burghley 
House, Stamfi >rd. 1 1 .K . ; no pr< iveuance is know n for it 
but the uh Earl was in Italy in the late seventeenth 
century buyingltaliancontemrKirariestitSassokTr.uo. 
The Exeter Madonna and ( .htld is derived from Sasso- 
ferrato'seopv [BorgbcseGaJlery. ;Si ■ of The Wacin- 
tosh Madonna by Raphael now in the National Gal- 
lery, London (io&y 1 . 

soi M is- Blunt. A., and (.jonkc. H.. Knmjit lirju-mgs of 
Watdstir ( Jitlr i«#>c.rr 1a4-tOs.pl »\;(>BiHJ(3*Sisso- 
frrratn 
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Sebastiano Conca, 1680— 1764 

Trained with Solimena* in Naples; went to Rome in 
ito6 and finally returned to Naples in 1-51 for the 
remainder of his life. 

151 THF. VISION OF AENEAS IN THE 
1 I YSIAN FIELDS ss 168 n 

Canvas livi 173»3 U s " 1 hK< 1 1 - 

condjtuin; Good generally. Minor losses confined to the 

edges and some surlace scratches, Conservation 1959. 

Oil ski It II; For the Florence variant in the Museum, S.il/- 

hurg. 

VARIANT: Turin An Market; G.lllcna Fcrmni, Florence; 
Holkhant Hall, Norfolk. L'.K 

PROVENANCE: Alton. Faiglish collection; with Weimier. Lon- 
don; acquired John Rinpling. 

The subject is from Virgil, Aeneid 6-7$z-B 55. Aeneas 
is having described to him by his father, Anchises, his 
future destiny as founder of Rome and its dynasty of 

leaders 

Suid.i 1 949 cited the mention by de Dominici {Vile 
Jet Pit tori . . . ,111 1 1742), 666) of this subject as one of 
the paintings Conca sent to England, but this could as 
easily apply to the variant at Holkham Hall, 

SN ifiK is close in st\ le and composition to the De- 
parture 0/ RinalJn (formerly Palazzo Mazzuoli, Citta 
della Pieve) which is signed and dated 1-41. Presum- 
ably a date of c. 1-^-41 would he reasonable for SN 
168. 

SOURCES! Suida, W,, "Three Newly Discovered Paintings, 5 
Art i" America, \i i [944), 9; Sesiieri,G., "Contributi a Sebasti- 
ano Conca II.' (.Umimtnt.in.zi (1970), 126, in; Census (as 
Conca). 



Francesco Desiderio (Francois Didier 
Nome), 1595 - still active 1628 

Originally from Met?, in France, he arrived in Rome 
c. 1602 and possibly trained in the studio of Bahhasar 
Lauri (father of Filippo I aim By c. 1610 he was in 
Naples where presumably he remained all his life. 
Nothing is known, however, of his career after the 
late 1 620s. 

152 A GOTHIC TOMB sn 215 n, 

l .mvas. SM ■ 40 (36* , IS' 1 ,'■ 

INSC RlHll) OATH); I I <iIT HON 1 OlSIN UIUK SU . . . (iT- 

ni.iinder indecipherable' 161& 

CONDITION: Some very minor losses and some nibbing but 
otherwise nv good state. Conservation 19^0. 
I'ROVt.NANci : Anon. English collection?; London An Mar- 
ket; with I'oggi, Rome; acquired Ringling Museum 1970. 

There are two possible interpretarions of the subject, 
depending on the reading of the inscription. Recently 
Lebens/tein rile has proposed that the inscription is 
personal to the artist, being in French, his native lan- 
guage, and the reference to 'my cousin' might refer to 
a relative resident in Naples. However, the proposed 
reading of the decipherable words is 'Here liesmv an- 
cestral cousin Su . . . ,' "aieur* (aieul ?) being translated 
as 'ancestral' and not 'grandfather." The more prob- 
able interpretation, allowing for what appears to be a 
deliberate 'wearing' of the lettering, is that Desiderio 
was creating a capriccio based on his enthusiasm for 
Gothic tombs, ol which there are several in early 
Neapolitan churches, the most famous being Santa 
Chiara, with the splendid Gothic tomb (fourteenth 
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centurj of Robert l oi Anton, King of Naples, in the 

\csiihule ot the same church above the arches there 
.ire reliefs depicting the lite <>t Si Catherine which 

h.ne in scription s in .1 script verj similar to that of 

SX:n. 

The artist's intention therefore was to create an 
imaginary tomb for one ol the Norman Crusader 
kmghis who died going to or returning from the Holy 
land, tor above the recumbent knight is Salome re- 
ceiving the head ot |ohn the Baptist and on analc?g\ 
the knight lost his life defending his faith against the 
S a r acens. 

Lebemztein further assumes SN :n to be a com- 



plete composition (the measurements being virtual]) 
identical to SN ftii below but it could also he the 
right-hand third ol a larger canvas, i.e.. 1J4 1 }z„ a 
size used In 1 Hsiderio. Indeed, a variant ot the tomb in 
SN IXJ appears in I he ( iriinihifsfiti tn the Temple 
•dated idi; , 1x1.3 '-> s s - ^ - 1 ' 1 All GaBety, New 
Haven. Church interior-, wen .1 favourite subject Df 
Desiderio. 

SN 2 1 > ts one of the two earliest dated works ot the 
anist. the other being Marty rjrtm of St, (.itherme 
dated if.i- , An C.allery, Southampton. I" k 

SOt'HCtS: Otww* m* li>ied 
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153 MARTYRDOM OF ST, JANUARIUS 
sn 633 n> 

Canvas. 42.5 ' 96.5 (16%-- 38). 

CONDITION : A few very minor losses ; otherwise in pood stare. 

Conservation 1950. 

provenance.: Moratilla, Paris (as Magnascu until 1942); 

with Koetser, New York; acquired Rin^liny Museum 1950. 

EXHIBITIONS: Ringling Museum, Sarasota, The Fantastic 

Visions ofMonsii Desiderin (1950} (no. 55). 

In 1950 (Sarasota exhibition) the subject of SN 6\\ 
was still unidentified. Shortly after, however, it was 
correctly titled, St. Januarius (S, Gennaro) was an 
early Christian martyr who, under orders of Diocle- 
tian, was tortured and finally decapitated at Poz/.uoli 
(near Naples) in a.d. 305. The Saint is particularly as- 
sociated with rhe miracle of the liquefaction of his 
blood. Causa ('Francesco Nome detto Monsii Desi- 
derio,' Paragone, 7 [1956], 30-46) pointed out Desi- 
derio's interest in the theatre and the composition of 
SN 633 is based on contemporary spectacle settings. 
The Jesuits, for instance, commenced their theatre- 
productions in Messina, Sicily, in 1548. But more rele- 
vantly in Rome in x6zz, the year of St. Ignatius' can- 
onization, they staged a spectacle of his life and one- 
scene was a square in front of the temple of Monserrat 
(Bjurstrbm, P., 'Baroque Thearre and the Jesuits,' 
Baroque Art: The Jesuit Contribution, 1973/4, p. 
101). Much later in the century Francesco Provenzale 
(1627-1704) composed the music for an opera, // 
Martirio diS. Gennaro, performed in Naples in 1664. 
Since Proven/ale had a long association with sacred 
music, it may be surmised that in Dcsiderio's time 
there was already some theatrical enactment of the 
martyrdom of St. Januarius. 

The chronology of Desiderio's paintings is notori- 
ously difficult hut on the evidence above and since 
Callot's etchings The Miseries and Disasters of War 
eome to mind in relation to the scale of the figures and 
architecture in SN 63 3, the date may well lie in the mid 
to late 1630s but this is speculative at best. 

sources: Reau, L., 'Deux Tableaux inedits dc Monsu Dcsi- 
derio,' Beaux Arts, August 10, 194Z, p. 4; Census (as Nome/ 
Desiderio). 
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Luca Forte, active 1 640-1 670 

Nothing is known of his lift-, 

154 STILL LIFK WITH FRUIT sn-i> ft. 

Canvas, 78.9 104- Ul ' , h 41 ' , 

.l(,M t) ivsiHlnll): I I lefl cnnri bottom; Don !.,t,;>r 

( .irr.if.n- bed iw the bird. 

CONDITION: A few scattered losses hut otherwise 111 g<xx! 

Nl.lll'. I 1 Ml MTV. It II ill c lyfio. 

I'liov 1 NANt'J- : Mortimer Brandt, Nov Vurk ; acquised Ridg- 

linii Museum 1961. 

EXHIBITIONS: RiiigtingMusi'iini.s imsiili. li.uu.iiifl'.iiiitiii^ 

ofNapUt (1961} {no. |8). 

i .jus.i described Forte as the founder of Neapolitan 
still [ifeandde Dominici ( Vitede ' pittart . . . tutpoletam 
i . «"4ij, \. p. 193] Kan to give the same impr es sio n, 
but otherwise there is nothing known of him. 

Dotifofeph C*mafasea.n possibly he identified with 
Giuseppe Caratas the Fnglish or possibly French 
spelling of Joseph is inexplicable), the brother of the 



Duke 1 if Maddalone. Carafas was lynched during the 
revolt led h> MasanidBo in Naples in 1A4- isce the 
painting of this lynching by Garginlo. Museo di San 
Martino, Naples). If the inscription refers to this 
Carafas then SN ~i S must have been painted around 
164- As ( ansa points out, the name could indicate 
ownership or dedication, probably the latter to ac- 
count for the spelling of the name and therefore a date 
after 1647 would be appropriate. It is uncertain, how- 
ever, whether such a date would lit Bottari's opinion 
that SN 7 1 5 is an early work of the artist because of its 
single plane composition and the highlighting, both 
characteristic ol the circle of Bias de Ledesma, a Span- 
iard, whose works had some influence on early still 
lite paint me in Naples. 

soi k< i s : Sterling, C, Sttll Ijfe Puinting (revised cd., t<tf9)> 
p hi. pi. Si; Causa, R.. 'Luca Fane c il primo tempo della 
rutiir.i mortc njpoletano," pjrjgfine. 14s is<6i'. 41: Bot- 
tan, S, *l'na iraciu per Luca Forte . . 'Arte JuriiJ r trnxitmu. 
z\ is*? . 144, fig. iq^Cctukj (as Forte). 



'-»- 



Domenico Gargiulo (Micco Spadaro), 
c. 1612. - c. 1679 

Trained with Aniello Falcone. With Salvator Rosa* as 
a fellow pupil. He did much work in collaboration 
with Viviano Codazzi during 1639-47- He spent his 
career in Naples. 

155 THE ISRAELITES CELEBRATING 
DAVID'S RETURN sn 155 n. 

Canvas, Si. 6 ■ j 15.6 tj*Vj * 4y V a ). 

condition : There are scattered losses on the upper left and 
along the foot of the canvas. The losses upper left due to an 
old tear. Conservation 1959. 



VARIANT: A very similar version, Galleria d'Arte Antiea. 

Rome, is attributed to G. B. Quagliara. 

PROVENANCE. Unknown, probably London; acquired Joint 

Ringling. 

exhibitions: Ringling Museum, Sarasota, Baroque Painters 

of Naples (1961) [no. 17 as Gargiulo). 

The subject is from 1 Samuel 18:6-7: David's return 
after killing Goliath. Attributed by Suida (1949) to 
Bernardo Cavallino with whose style SN 1 55 has little 
in common. SN 155 was attributed convincingly by 
both Zeri and Coley (file) to Gargiulo in 1960-61. A 
painting, of similar style and a landscape with numer- 
ous figures is The Massacre of the Innocents, sale, 
Parke-Bernet, New York, October 22, 1970 (no, 69). 
SOURCES! Census (as Gargiulo). 
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Luca Giordano, 1 634-1 705 

Trained with his father, Antonio, .ind was much in- 
fluenced by Ribera. C. t6so he was in Rome where he 
was influenced by hetro da (.omnia. A visit CO Ven- 
ice c, 1 66 J "o ; two to Florence, i 6^1-5 1 a iuI 1 6X1 -8 1 ; 
and one to Spain, 1691-1701, broke his residence in 
Naples. 

Is6 ADORATION OF Till SHI-PHERDS 
SM 156 

I MH.IS, KA ^ i 41 i (6 5fi), 

- iiniii 1 ids 1 iinso. hijih up on the rtfiht, h\ the bead of the 
it .idmj- shepherd jnd by the post io the left. Sunt scattered 
losses, t onservjnon 1961. 

VAMUUtTi \ in.m:, -die. t injrtc. Milan, May n-tA.t96l.no. 



14. no thy, i\ Knvsi Cxillcttion, FutB; .1 donation, ^ 
tX - , kiiiisiln-aoriM'hes Museum. Vienna, liv" - 14. 
PAOVl mm I Unknown, prohibit London; acquired John 
KinRlinj;. 

exhibitions: EtingHng Museum, Sarasota, Bttroquefamttrs 

of Napkt H'/>M (50. H); Brooks Memorial Art lijllery, 

Memphis, / in, 1 Giordano in America (19114) (no. 6). 

WInl, hothdillieri I shihitii in, 1 96 1 BudMilkOvitsch 
(Exhibit i< in , 1 ofta) dated SN 1 <;(■> 1 66 > - <; , Ferrari dates 
it 16X0-90 on the basis of die variant formerly at Forli 
which Arslan.Bcttini and Malapritti assigned to (nor- 
dano's stay 111 I lorence where he would have seen 
Bassano's well-known AdttTJimn of the Slirpbrrds. 
The laier date scums more acceptable. 

sOimt t s: KTTan.t) , andSt-.tvic/i.t. ./ UijtistirJjwi is** . 
t.94. 1. mo. ti \. Census (as Giordano). 
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157 THE FLIGHT INTO EGYPT sni 57 ^ 

Canvas, 1 14 ■ 106.5 (60% • 86 :i / lc ). 

condition: Losses art located along the foot of the canvas, 
on the Angel's shoulder and in the putro on the left. Conserva- 
tion 1965. 

provenance: Duke of Rutland, Ik-lvoirCastte, sale, Christie, 
April 16, 1 y2.6 (no. 16) ; with Rothschild; acquired John Ring- 
ling. 

Ferrari (1966) dares SN 157 c. 1696 (Giordano was in 
Spain 1692.-1702) because of irs relationship with the 
painting of the same subject in the Convent of" San 
Jeronimo, Guadalupe. While there are some differ- 
ences (the poses of Joseph and the Angel), it is clear 
that both are derived from Murillo compositions that 
are in the Palazzo Bianca, Genoa, and another (close 
to SN 157) in the Hermitage. Leningrad. 

Waagen, 3, does not mention SN 1 >4 in his descrip- 
tion of the paintings at Bel voir Castle. 



SOURCES: Ferrari, O,, andScavizzi,G., I.uai Giordano (1966), 
2, io!S ; Census (as Giordano). 



158 ALLEGORY OF FAITH, HOPE 
AND CHARiTY sn 159 K , 

Canvas, 180 < 1H0 (70 '/„x 70%). 

condition: Due to uneven cleaning in the past there art- 
traces of old darkened varnish and some minor rubbing; oth- 
erwise in good state. Conservation c, 1950. 
variant: A variant, zoo ■ t,a, Eisner sale, Dorothcum, Vien- 
na, February 27-19, 192K (no. 247). 

provenance: Conde Jose Gonzales Pere£, Seville; with Wil- 
liam Leuchars, London, 1H74; possibly with A. L. Nicholson; 
acquired John Ringling. 

exhibitions: Ringling Museum, Sarasota, Baroque Painters 
of Naples (1961) (no. J4). 

There have been two interpretations of SN 1 59: ( 1 ) by 
Wind discussing the Eisner variant, the child as Hope 
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pointing nut laith (with .1 heart .mil .1 1\\ ig) to Charity 
ithctr.rOirinii.il nursing mother) ;(i) by Luriewhosaw 
Hope uniting Sacred and Profane Love. However, the 
discovery at Carter's Grove, Virginia, by Waterhouse 
(reported by Fr ederi d aw or two copies (falsely 
signed l.c Hnm 16*4) of SN 15*1 Jnd the Giordano 
Allegory 1 1 80. \ ■ 1S0.5, Gcttv Museum introduces a 
shift in these interpretations, since obviously both al- 
legories were conceived .is a pair, hredencksen pro- 
posed that theGett y work might refer to temporal and 
religious wealth or power. But Pictro da Comma is 
not only the styhstK source of both works but the 
thematic source In essence SN i><* and the Getty 
painnngare a compression of the Cardinal Virtues de- 
picted by Pictro in his Palazzo Barhcnni ceiling. An 



earlier and simpler arrangement of these virtues by- 
Raphael (Stan/a delta Scgn.it lira. Vatican; may aJso 
lie reterred to. 

Tic Getty painting shows a crowned woman clad 
in ermine with ■ lion under her loot extending a hand 
to receive a crown and sceptre brought from above by 
two puttt. Another purto holds a cornucopia, another 
a chain. The crowned woman, her ermine cloak 
ermine purity) and the cornucopia are all symbols 
of Justice. The Lion is both an artnburc of Fortitude 
and Prudence and the putto with the chain indicates 
Temperance see de Tervarent. G .. Attrihuts et sym- 
bols dans I'jri profane [1958!). Thus the reading of 
these allegories should be Chanty and Hope inspired 
by Divine Faith and Justice guided by Divine Provi- 




dcnce (Fortitude. Prudence and Temperance .ire ad- 
juncts of Justice). 

Ferrari dated SN twin the late i*6osor early 1670s, 
i.e., shortly alter Giordano's return from Venice to 
Naples, when passing through Rome on hisvv.iv south 
would have rev ivcd his memory of Pa-trod a l ortona's 
ceiling Triumph of Dnine Providence. There is no 
knowing when SN t>s> and the Gcrtv allegory were 
separated, hut it is possihlc that Giordano sold horh 
to a Spanish owner in Seville and the Getty work 
found its way to I- ranee. 

soi rc »s Wind. F.., Chanty :Thelase Histury.it j Patient." 
Umnuii i,f the Warburg hMJMt, 1 i«;K , Us iif>. pi. 5sd 
thcFisncr variant , Ferrari. O . and Scavi/yi. (.,., J.iicj GW- 
ttmm isj66), 1. p. -*. 1. p. Xs ; I urn-. A . t iis.i (.mrdano the 
Apparition ot the Virgin . . . ,' Bulletin <>t the ( ImrrtlKtti Mu- 
seum of Art, 1 s i i.K.s , ,.; , 1 . rig. ji; Fraferktu en, B.. G«a- 
/<*Suc of I'.iitittitfii m the I. Vuultiettv Museum m-: , r>. si, 
pi. shiCensus (as Giordan 



159 MARS AND VENUS WITH A CUPID 

sN tto H- 

Canvas, 110 • 1 t»- 41- ■••< 

UCNCO //*..)> Ui'dinui h 

1 civtHTlOK: A lew scattered losses t hertlcamnj* in [he past 

has partially removed «nm- el the halfttincs. Conservation 

1961 . 

VASIANT; A uruitl. IXnis MjhiKi ( oiled win, London 

MtOVCNMM I GcOfge Aiitrcrc. london. Farl of Y a thor- 
ough, 1804; sale. Christie. |uK 14, tsjiy (no. 141, acquired 
John Kinjilin); 

1 MimiTioNs: Manchester AT (18^7) (no. -9X'. Rinjilinc 
Museum, Sarasota, H.irrKfue I'jmters of Njples (1961) (no. 
«J ; Brooks Memorial Art C.alltry . Memphis. I m.i (•itirdano 
m Atuetu.s t'Xi.)' ■no. 41. 

Gilbert (Exhibition, io«i igaveadatcof iM>o;Milko- 
vitch (Exhibition, 1064), 16^0 60; hut Ferrari pre- 
ferred 8 dflte a few years alter Giordano's visit to 
Venice, i6f<\ 1670. 

The composition is certainly based im Tintoretto. 
As to the provenance, SN 160 is unlikely to be the 
work cited and sketched b) Gabriel tie Saint-Auhin 
(130 ■ 15(1 cm; see Christie sale. April -. 19-0 [no. 
i09],a sale catalogue 1 1— ; illustrated by Sainr-Aubin 
of a collection belonging to Guillaume Martin or 
Pierre l.chrun since there is a difference of 10 cm in 
the heighr measurement. 



soi'Ri.l v: lerr.in.D . .iiulSv.iM/nt . ./ ; ( . .;(.;.>>. /.nm imMh. 
i.St.S. Xi;< emus js Giordano 



Neapolitan artist of the seventeenth 
century 

IM1 |OSl I'M INTF.RPRF TING I'HI 
DRI-AMN OF 1'HAK \i>H ss , 4 , 

v am as. .,: iifl ; ;<■ , ; 

CONDITION: P»ior, Paint surface in general Making condition. 
Several losses. Darkened varnish 

i'»»vi\i\i i I tiknown, prohibit london, acquired John 
Rirtghne. 

Suida (isi4sj) thought SN" 14^ to be by ■ North Italian 
anisi .ind linked him with the obscure Nicolo di 
Stefano ot Rcllnim (Galerie Harrach, Vienna!. Most 
recent opinion has supported a Neapolitan painter. 
Judging Iroin the low quality of SN 14s the artist was 
of hole significance. 
soi Ri 1 s: ( ensus as Naples, seventeenth century ■). 



Neapolitan artist of the seventeenth 

century 

161 THE FLAYING OF MARSYAS BY 
APOLLO ss hi n^ 

t .inns. r7$-9 i«4 h«j' , t) 4 - , 

CONOmon: Losses scattered overall Uneven darkened var- 
nish bui otherwise m reasonable state. I onsen ,111011 c. 19VO- 
I'tow 1 nam 1 : I inkiimvii. probably London; acquired John 
(singling. 

Suida attributed SN ^5 to an Italian follower of Iti- 
nera, citing us dependence on the Rib-era composi- 
tions at Mtiscc Royale, Brussels, and San Marrino 
Museum, Naples, both dated c. \hr, the principal 
difference being that Apollo and Marsyasare reversed, 
Fertari has confirmed that SN iu ts not an early 
Giordano his own version is in Capodimonte Mu- 
seum. Naples). The Neapolitan artist responsible 
must be placed between Stan/nine ithe Reniesque 
features ot \ polio) and Andrea V'accaro (theaoatnn] . 
musculature and general tonality). 

SOI R. is; ClllSUi lltsT listed 
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Neapolitan artist of the seventeenth 
century 

162 A MALE BIBLICAL FIGURE (fragment) 
SN S}i 

Canvas, 10^,1 • 73.7 (43 ■ 19). 

condition ; Numerous losses caused by serious overcleaning 

in the past, 

provenance: Unknown; acquired John Ringlinp. 

An original work but of mediocre quality. The head 
and hands arc ably but somewhat mechanical ly ren- 
dered. The drapery is ineptly handled. 
sources: Onsus (not listed). 



Neapolitan artist of the seventeenth 
century 

163 THE KISS OF JUDAS (fragment) sn 537 

l. am as. ioy.? 1 u [4$' „ ■ si m . ,. 
CONDITION: Some flaking; darkened varnish. 

l>RO\ 1 N ini 1 I Iivknown; acquired loin- Ringling 

SN 537 is a somewhat coarsely painted work in a 
Preticsque manner and presumably by a Neapolitan 
painter, 

sources: Census (nor listed). 



Pietro Novelli (II Monrealese), 
1 603- 1 647 

Trained with some unknown artist in Palermo. Influ- 
enced by Caravaggio and Rihera initially and Van 
Dyck who visited Palermo in 1624. C. 163a he went to 
Rome, returning to Palermo through Naples c. 1633. 
He remained in Palermo for the remainder of his 
career. 

1M THE VISION OE ST. JOHN THE 

EVANGELIST ON PATMOS sn 149 JL' 

Canvas, 102. S ■ 75.fi (40'.- iv J , 

condition; The canvas trimmed on all sides. Minor losses 
scattered in the sky. the rocks and the drapery; otherwise in 
reasonable condition. Conservation c. n^6o^6i. 
provenance.: Unknown kalian collection, c. iS8o;probabh 
London Art Market (as Riberat; acquired John Ringhng. 

The subject comes from Revelation 11:1-4: St. John's 
vision of 'a woman clothed in the sun, and the moon 
under her feet ... a great red dragon having seven 

heads And his tail drew the third part of the stars of 

heaven . . . and the dragon stood before die woman . . . 
to devour her child as soon as it was born.' 

It is probable that Novelli knew of the now lost 
Caravaggio of the same subject mentioned by Man- 
cini c. 1 620 because of the close similarity to a St. /o&n 
Evangelist hy Tourmer, Galleria Spada, Rome par- 
ticularly the two hands) . The Tournier was earlier at- 
tributed to Novelli by Lavagnino (see Cjnn\iggeschi 
Fnmcese [Rome, 10-3-^4!, p. 1 18). 

The refinement of the head in SN 149 could be due 



to Van Dyek's influence because SN 149 could ante- 
date La Morte del Giusto, Galleria Nazionale, Paler- 
mo, dated 162.6, i.e., c. 162.4-2.5, 
sources: Cen$US (as Novel If). 



Salvator Rosa, 1615-1673 

Trained with his uncle Donienico Greco. Influenced 
by Ribera and Aniello Falcone. In r635 he went briefly 
to Rome but was in Naples again in 1 638, In 1639 brief 
visit to Rome; 1640 to Florence; 1645 he was in 
Bologna ; 164K visited Venice, Padua, Mantua. In 1649 
he settled finally in Rome. 

165 ALLEGORY OF STUDY sn tp. A, 

Canvas, 136 X 95 (54 5 /i„ < 38 V,). 

condition: [n generally good state. Conservation 1949. 
variant; A variant, head and shoulders only (canvas, 77 x 
56}, incorrectly inscribed as Rorgognone with Giancarlo Ba- 
roni, Florence (Burlington Magazine, no 1 1968], 374, pi. xvi). 
ENGRAVED: John Neagle, 1S07; Richard Cooper, 1814 (fron- 
tispiece co Lady Morgan's Life). 
exhibitions: Bl, 1846 (no. 85). 

provenance: Unknown Italian collection (c. 1759-63); 1st 
Farl Grosvenor; by inheritance Duke of Westminster; sale, 
Christie, July 4, 1924 (no. 38); with Leyton; acquired John 
Ringing 192.5. 

The subject of SN 152. has been long debated. By 1X07 
it was called a self-portrait of the artist, but Stiida 
(1949) following Ozzola quite rightly rejected this 
identification for the features bear no resemblance to 
the known self-portraits of the artist (National Gal- 
lery, London; Metropolitan Museum, New York; 
Institute of Atts, Detroit; Palazzo Ghigi, Saracini, Si- 
ena; Uffizi, Florence). Since then there have been at- 
tempts to identify the subject as a contemporary writer 
and alternatively as an allegory (Salerno) of Modern 
Poetry to be seen as a pendant to the painting La 
Menzogmi (Pitti, Florence), representing Ancient 
Poetry. Nicolson, however, pointed out that SN 152 
and La Menzogna are composed from differing view- 
points and therefore could hardly have been con- 
ceived as a pair. 

The assumption that SN 1 52 is a portrait can be 
dismissed for portraits of the period are taken from 
either the full face or thtce-quartcr viewpoint, not 



from the indeterminate point between profile and 
three-quarter view of SN 151. In fact, the head is 
turned away even more than in Lucrezia as Poetry 
( Wadsworth Athenaeum, Hartford) for which the ar- 
tist's de facto wife posed. 

The allegory which fits SN 1 52 is from Ripa {Icono- 
lagia [ 1603], p. 478), Studio : a young man with a pale 
face, dressed modestly, seated, studying an open book 
held in the left hand, the right hand holding a pen, the 
light falling diagonally, and a cock. Rosa's variation 
has the scholar reflecting and omits the cock (emblem 
of vigilance and solicitude). The sombre tones, the 
diagonal light, the scholar's pale face illustrate very 
well Ripa's quotation which he wrongly ascribes to 
Juvenal (it is in fact from Persius, Satire V; 'At te 
nocturnis invar inpallescercchartis" ['But your delight 
has been to grow pale over rightly study']). 

f Iil- date ill SN 152, .is Salerno has proposed on 
stylistic grounds, is c, 1649, just before Rosa left Flor- 
ence for Rome. 

The variant of the head and shoulders only of SN 
15a might infer that a friend (Ricciardi?) might have 
posed for the allegory. It certainly does not represent 
Jacques Courtois (Borgognonc) ; his Self-Portrah is in 
the Uffizi (cf. Artisti alia Corte Granducale [Florence, 
1969], pp. 45-46, fig, 49). 

Since Lady Morgan noted that SN 1 52. had been 
bought in Italy, it might have been purchased there by 
Dalton, Keeper of the King's Pictures, who also bought 
for the Earl of Grosvenor. Dalton was in Italy in 1759 
and 1 -ft \. 

sources; Young, J., A Catalogue of the Pictures at Grosvenor 
House (London, 1X2.1), p. 45, engraved; Lady Morgan, Life 
and Times of Salvator Rosa, 2, 365; Ozzola, L„ 'Works of 
Salvator Rosa in England,' Burlington Magazine, 16 (1909- 
10), 149; Voss, H., Die Malerei des Barock in Rom (1914), p, 
571; Salerno, Salvator Rosa (Milan, 1963), p. no, pi. 28; 
Langdon. H., 'Salvaror Rosa in Florence 1640-49,* Apollo, c 
(1974), 192, pi. 8; Census (as Rosa). 



166 LANDSCAPE WITH A WIDE RIVER, 
WATERFALL AND THREE FIGURES 
IN THE FOREGROUND sn 153 r^ 

Canvas, 81-135.5 (.i* 7/ h ' 53*4)- 

condition: In good state apart from some rubbing in the 

sky. Conservation 1968. 
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rnoviswi i \\ irh ^mf .R.itvn H^fcwdsSirt.CTifgcHol- 
fOTtl sjk.t hrtstii-, |tib I v. lyi" ni>. m ; acquired John Ring- 

Bog 

SN t s i I-. .in extremely tine landscape. W'a agcn's com- 
ment tlut it differed 'in manner front his general 
works' points up the closeness ot its harmonic ar- 
rangement ol using horizontals and subtle verticals 
to the landscapes of ['onssin. SN I \ t can reasonably 
be dated in the late ifisos, 

miI'Iii I 5l Waanen, i, njN; Censoii. Iv., I !•<■ Ih>l/<ir,t ( W/.v- 
thn (1907)1 p. is, pi. ^4; Salerno. L. Sdiitotor Rush (1967). 
|i. 14S ; ( tottWJ 'as Knsa). 



167 LANDSCAPE WITH A LAKE. 

MOUNTAINS AND FIVK SOI.DIKRS 
IN THE FOREGROUND sn tv 4 t 

(.am as. 111 S- icr 4S He 

< omhiion; In reasonably pood ■■rate apan trnm rubhmgin 
the sky and on the hills left, Conservation 0^4 



ENt.RAVtt): Joseph (.. hi ip>. 1-4-. 

i-ros 1 s \vt f : Jonathan Richardson hv 1-4* 4ft: hy inheri- 
tance Jonathan Richardson Jr. ; sale, l-inpford. h'ehnuri ix. 
1 — i mi 1- . pruhahh (.icorjie Autrerc, ( hi 1st .1 ; 1 arl ot Yar- 
horough, 1K04: vile, t hnstii'. |uh 11, iwi mi s"d . .ui|iiircd 
John R mi; I nit; 

EXHUMTIOMS: Bl, 1N41/ (no. 14); Manchester AT ilKc- ) (no. 
—I : RA I IN-Cl [no. I |1 I. 

SN 154 can probably be dated c. tdsfi in comparison 
with Bsnditti Oft -i Rucfey Canst (Metropolitan Mu- 
seum) in which Salerno (p. 12.4) noted the closeness of 
the figures to those ill the etched C airlo de Rossi series 
(1656). SN t\4 was in all probability in George Au- 
frere's collection since Waagen described it as one of 
the paintings which was in his possession. George 
Aufrere's daughter married the first Baron Varbor- 
ough in 1 — o and his pictures inherited hv her parsed 
into the Yarborough Collection in 1804. 

soURi 1 - VI aagen, i, K6. Supp. p. h- : Salcmo, S*6wto» Rmsj 
iu*.- mu! as Rosa 
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Nicolo de Simone, active 1640-1660 

Few details are known of his life except that he worked 
for a long time as studio assistant to Massimo Sranzi- 
one.* According to de Domenici {Vite . . . napdletani 
(l74&)j i, pp. 141-24?) he travelled extensively (after 
Stanzione's death in 1756?), working in Spain and 
Portugal and finally returning to Naples in his old age. 

168 ST. SEBASTIAN sn 144 & 

Canvas, 131.1 • 10R.6 (jx% <4T%). 
SIGNED: Monogram NDS. 

CONDITION: Some minor scattered losses anil some rubbing 
but otherwise in good state. Conservation 1963. 

PROVENANCE: Unknown, probably London ; acquired John 
Singling. 

Suida {1949) following Voss attributed SN 144 to An- 
tonio Zanchi (Venetian, 1631 -1722). The same attri- 
bution was retained by Riccoboni. However, the 
monogram was discovered during conservation in 
1963. 

SN 144 exhibits the Neapolitan fusion of a Riber- 
esque naturalism and, through de Simone 1 s long asso- 
ciation with Stanzione, the idealism of Guido Reni. 
An almost identical St. Sebastian type, only reversed, 
is in the Museo de Bellas Arrcs. Seville [513). recently, 
attributed to an anonymous Neapolitan of e. 1630-50 
(Perez Sanchez, A., Caravaggio y el naturalismo es- 
panot |Seville, 1973], no. 40) hut formerly to Ribcra. 
Perez Sanchez has also proposed (op. cit., no, 58) that 
a St, Sebastian ot the same type is close to Simon 
Vouet, e. T612. This might suggest a Caravaggio pro- 
totype since the Ribera St. Sebastian, Capodimome 
Museum, Naples, on which SN 144 is clearly based 
(reversed), is dated 163 1 . A reasonable date forSN 144 
would be in the 1650s, 

Mimuais ■ Riccoboni, A., 'Antonio Zanchi,' Saggie Memorie. 
? (1966), ^3-114; CeMSWS lasdc Simone). 



Francesco Solimcna, 1657-1747 

Trained with his father, Angelo Solimena. and Fran- 
cesco di Maria. He was influenced largely by Lan- 



franeo, Mattia Preti and Luca Giordano,* His career 
was spent in Naples. 

US9 JACOB AND RACHEL AT THE WELL 

sn 158 TU 

Canvas, 12.4.4 " -°1 (4V "' 80). 

CONDITION: Losses arc scattered along a 30-cm strip at the 

foot of the canvas. Some sinking of the darks. Conservation 

1967. 

PROVENANCE: Unknown, probably London; acquired John 

Ringling. 

exhibitions: Ringling Museum, Sarasota, Baroque Painters 

of Naples (lyfii), p- 40 (as Solimena). 

The subject is from Genesis 19:10: Jacob, who is 
serving La ban for seven years, rolls the stone away 
from the well so that Rachel, whom he eventually 
marries, may water her sheep. 

Attributed to Giordano by Suida (1949) bur this was 
refuted by Bologna who gave SN 158 its now correct 
attribution and with which Ferrari and Scavi/.zi con- 
curred. SN 158 confirms Solimena's reputation as an 
animal painter and Bologna dates it early, c. 1684, 
near in style to the last frescoes of the Don 11 a Kegina 
and the artist's second altarpiece in the Carita. The 
animals can be compared to those in a vertical compo- 
sition of the same subject in the Accademia, Venice, 
871. 

sources: Bologna, F., Solimena (195S), p. 2.74; Ferrari, O., 
and Scaviw.i, F., I.ltca Giordano ( 1966), 1, p. Jit; Census (as 
Solimena). 



Follower of Francesco Solimena 

170 PI ETA SN 1 66 tU 

Canvas, 47 ■ 66.4 I iK '■',-- i6'/ ( ). 

condition; Partial removal of halftones in the darks due to 

ovcreleaning in the past. Conservation 1950. 

PROVENANCE: Unknown, probably London; acquired John 

Riugling. 

An independent oil sketch of some quality in Soli- 
mena's manner bur not by him, as Suida (1949) 
opined. Bologna (file) has made the interesting sug- 
gestion that SN 166 could be a youthful work of 
Domenico Vaccaro. 
sOUJLC.ES; Census (as follower of Solimena), 
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Gaspare Traversi, r 732.-1769 

He trained with Solimena* in Naples and settled in 
Ri«ne, presumably in his earlv twenties. 

172 THE DETECTED LOVE LETTER 

sn 1-0 »l, 

Canvas, S 9 lo^.i itf 4; 

1 1 >M>lTlON i A few Vt-n minor los\v> :«itrivrwise in good state. 

conservation c 195&. 

PROVSNAM4 1 .Vhillno ( liiivi. Milan [to igai 17); ac- 

• |UireJ Mm Kinnlint;. 



i KHOtrnONS: I'iui, Florcnct, Mastra tU-lt.t pittura iuttfana 

dft seiawii i- di'i ii-ttfLfiitn 1 lyiil iim. 1 $ .is Giuseppe Hu- 
ll i to). 

Longhi (192.7) reattributed SN 1-0 {formerly Bon no) 
to Traversi in the basic text on the artist, /'/.>*• Sedbc- 
l urn, which was also in the Chicsa Collection and also 
exhibited in Florence in im::. can be seen as moral 
pendant to SN 170. Traversi also painted The Seiret 
letter (Banco di Napoli, Naples), which indicates 
that the artist was in the habit of making a thematic 
series of some of his works. I.onghi included SN i - :; 
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inagroupof major works which could be dated 1755- 

65. 

SN 1 to cannot he traced in the Chiesa sale, AAA, 
November iz, 192.". so presumably it was acquired 
through Art Market channels. 

sources: I imjjhi, R.. 'Di Gaspare Travvrsi," Vita anisttca 
• i<)i _ i.p. 15y.Hg.ii (republished in Lontthi, R.,Da('t»iabui\i 
Mnrandi | 1973]. pp. 9S0, 982.-985); Bachclli. R., and Longhi, 
R„ Teatra § hamagjmi del sett& into itatimo (Turin, 1954), 
pp. 91, iKX; Census (as Traversi . 



Andrea Vaccaro, 1 604-1670 

Trained in Naples with Gerolamo Impararo. Initially 

influenced by Caravaggio. later by Stanzione* and 



through him by Guido Rem. He remained in Naples 
all his life. 

17.1 ST. JOHN THE BAPTIST sn 148 n^ 

Canvas, 177.it ■ 124.4 f 70 " 49)- 

CONDITION : Losses are mainly located across [hi.- near \b< nil 

der of St. John and in the drapery over his knee. Minor losses 

scattered elsewhere. Conservation 19-1. 

Provenance: Unknown, probably London; acquired John 

Ringing. 

The attribution by Voss and adopted by Suida (1949) 
has not been questioned. SN 1 4.X belongs to the artist's 
Caravaggio phase and can probably he dated in the 
1 Mos, i.e., between ,S. Ugo Ordering the Building of 
Lincoln Cathedral, Certosa di S. Martino, Naples, 
and the Massacre of the Innocents, Capodinionu- Mu- 
seum, Naples. 
sources: Census (as ascribed to Andrea Vaccaro*. 
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After Albani 

174 THE REST ON THE FLIGHT INTO 
EGYPT sn 12.1 

Canvas, 75.x 95,2. (29 V 2 x 37V,,}. 

condition: Some scattered losses, The sky rubbed. Conser- 
vation 1946 

original/variant: Unrraced; a variant copy. Royal Mu- 
seum, Copenhagen, 105. 

provenance: Earl of Y a Thorough sale, Christie. July 13. 
1919 (no, 5); with Newton ; acquired John Ringling 1919. 
exhibitions: BI, [849 (no. 4). 

Voss cites a version formerly in the Stroganoff Col lec- 
tion which may have been the work from which SN 
121 was derived since both have many common mo- 
tifs and a similar format. 

Another Albani original (copper, 41.5 ■ 31) still in 
the Yarborough Collection has similar motifs to SN 
121, suggesting that the original was a larger variant 
and probably of about the same date, c. 1635-45 (Eng- 
land and the Seicento [Agnew, London, 197?], no. 2). 

sources: Waagen, 2, 87, Supp. p. 67; Voss, H., 'Die Fluchr 
rtaeb Aegypten," Saggi e Memorie, 1 (1957), 38, pi. 13; Olsen. 
H., Italian Paintings and Sculpture in Denmark X iopuihagcn, 
lyfii). pp. 29, #2; Census (as Albani). 



After Archimboldo 

175 AUTUMN sn 672 

176 SPRING sn 673 

Both canvas, 74.(1 -96.5 (29 : V, ■ ;8), 

condition: Scattered minor losses throughout. 

ORIGINAL: Untraced set of seasons. 

PROVENANCE: Serge Roche, Paris; Walter P. Chrysler, Jr. 

with Julius Weityner; acquired Ringling Museum 1954. 



The handling of both SN 672 and SN 673 is too flat 
and uninspired to be by Archimboldo himself- Sluys 
(file) rejected both as original and suggested the same 
copyist as the painter of La Signora di Buon Gusto, 
Schloss Am bras, Austria. 

SOURCES: Geiger, B., / Dipinti Ghiribizzosi di Giuseppe Ar- 
cimholdo (1954), P- '4^ ( SN 672), pi. 55 (sn 673) (both listed 
incorrectly as Neger Collection, Paris); Census (as Archim- 
boldo Studio). 



After Federico Barocci 

177 HOLY FAMILY sn 35 

Canvas, 133.3 v 99 (52 1 /, ■ 39). 

condition : The painting is unfinished. Scattered losses. Con- 
servation 1961. 

original/copy: Madonna della Gatta, Uffizi (ruined by 
fire) ; a variant copy (formerly Metropolitan Museum; for- 
merly Orleans Collection), sale, Parke Bcrnct, February 15, 
t973 (no. 22). 

PROVENANCE: Casa Benamati (Chapel), Gubbio ( ?) ; William 
Patoun, 17S3: by donation Sir Abraham Hume, Bt.; F.arl of 
Brownlow sale, Christie, May 14, 192K (no. 320); acquired 
John Ringling. 

Stylistically the copy was made probably in the late 
seventeenth century. Olsen tentatively identified SN 
38 with the copy known to have been in the Casa 
Benamati. 

sources: Olsen, H., Federico Barocci (Stockholm, 1962), p. 
1 89; Census (as copy after Barocci). 



After Jacopo Bass an o 

178 THE MOCKING OF CHRIST sn 92 



168 



Copper, is- i: - i,' , a 

( dmmtios Poor A great numfvr <>! vcancrcd losses 
omu.is.vi PaariU) Mmtt Brest. 1^1 is; ,-. m no 6i 

NumMjwa Unknown. 

A very p,N.r work probably by a nmeteeTuh-ccnrurv 
copyisi 

mm ki i> f \ms*i (as. Francesco Rassuno Studio) 

179 THE ENTOMBMENT OF CHRIST 

Cjnv.iv, in. 4 i6ij 4,,- , „;" 

< .OMU I ion • Scattered losses with most 111 the figURa nil the 
njiht. 

ORtCiNAi VARIAkti After a lost work b) |acopo,c. 15X0-.-) 
variant, An Galfery, Sheffield, U.K. 

PROVEKANI I : Unknown, prokilily I omloii. 

A cop) oi l.iir competence and poasibl) by a con- 
temporary follower. 

soi ki h Arslan. \\ .. / Bjssjhi itw), 1. i^v, •, p|. zoi; 
Cmjio .1- Deopo Kassano Studio 

180 A St 1 \l Qf COUNTRY LIU sn N 

tjttiAvoopjnd. -i - ^4 -y ;- 

t Usui 1 ins I ixJcrclcinod at some nine. keying traces of old 

varnish Vmc Uh.sc*. ttjf> nghi and several abrasions no rhe 

k-rtsidt l onsen anon c i<jsQ. 

omi.isyi I ritraccd. 

PKOVOMMCE: Unknown, probably London 

SN .J4 is clearly derived from .1 work b> Jacopo but 

may be in fact an independent variant. Because of its 

good quality SN u 4 can be ascribed to a contemporary 

in the B.iss.ino Studio, 

sotnu hs: Arslan. W., / Bassam(ii)w), i, yfiy (as workshop); 
Census (as Jacopo Etassano Studio), 



ohu.isvi % loat woris fanned] m the t hip CoUecrioo, 
Rome. 

PKOVfNVM 1 Sir Richard Worst v. |S °4: by inheritance 
Rarl ot Yarhiirtiujji; ■sjkr. (.Ihnsrit. |uK 12, ivit, no ,* - 
with Not ton; acquired John Ringling i^iy 

omtamoKs: Bl, is*o no p 

SN i 14 is not such "a poor" copy as Posncr described 
11. but possibly related 10 the Mola Sttidio the very 
large eyes The lost ongirtal by Anntbale is preserved 
in an engraving by Pterro del Po In this cocaexi a 
p afalrin go( very similar composition, except the Bap- 
tist is hall length, ascribed to Sebastian Bourdon 
Miiscc des Auguscins, Toulouse nul previous!) .11- 
tnbuted to 1'iuisMti. points to Anmbale's work .is an 
important prototype, 

Minm iv Waageo, Supp, p. (>i [as Atmibale)s Posncr. D., 
Anmbalt Camuci (iy«), p. 59; Cmsm (as Annlbale Car- 

r.nvi lull(iwer). 



After Dolci 

182 THE BLUE' MADONNA sn , # 

1 mvaa, |>.j i&yfu rj 

tlO M s. .me mmor losses but otherwise in amnl state. 
ConcnwiacK mo. 
OKtCm II l mraceJ. 

PHOVaaUMCK: Robert Holtord; Sir George Holtord sale 
Christie. \uU is. 141- mi 4; ; acquired John R muling. 
Attributed to Cjrlo Dolci by Suida 19*9 . but the 
quality is nut good enough tor an autograph vvurk. 
SN t if, represents a Dolci type, but is generally 
weaker in execution and more sentimental in con- 
ception than anv comparable work by Dolci himself. 

soi k. 1 v Bemon, R , //><< tfoifoni Cofftakm {0*14}. p. -i. 
pi r.;. 1 ttma (m Dolci), 



After Annibate Carracci 

181 ST. JOHN THE BAPTIST POINTING 
OUT CHRIST SN114 

Canvas, i;i <*. y 51 jg), 
1 us in 1 ms: Darkened vanush. 



After Gaspare] Dughet 

18? 1 W'Dm in WITH ORPHEUS AND 
IT'HVDICI sx ,63 

Q»vaa,i554 ^v, 4 

OOKOmOM V merixl losses m the kjurr halt n! ihi >— rr iB 
and in n^ npht . ,t ,hv ^ Discolored varnish 
or 10 is u : Scourhead. Wdrshire, D.K 
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PROVENANCE: New York collection; anon, sale, AAA, Octo- 
ber 30-31, 192.9 (no. 193); acquired John Ringhng. 

The handling of SN 363 is the flat and mechanical 
rendering oi ,1 eopyisi possibb ol theoghtOSDth cen- 
tury. The original at Stourhcad (see Chiarini, M., 
'Gaspard Dtighet: Some Drawings Connected with 
Paintings,' Burlington Magazine | 1 969 j, p. 754, fig. 60) 
can be dated, according to Marie-Nicole Boisclair 
(file), after the Colonna fresco cycle of 1658-62. 
*> o 1 p r c 1 -. s : On sus ( n ot 1 i s ted) . 



186 SUSANNAH AND THE ELDERS sn 162 

Canvas, 124.3 ' '4 6 -7 (49 * $9 l Q- 

CONDITION; There are losses throughout and considerable 

rubbing due to overc leaning. Darkened varnish. 

original: Untracc-d. 

provenancl: Anon, sale, Christie, July K, 1929 (no. 99 as 

Titian); acquired John Ringlin^, 

An indifferent copy but obviously representing Gior- 
dano. 
SOURCES: Census (as Giordano Studio). 



After Giampetrino (Giovanni Pedrini) 

!84 LL1CRETIA sn 40 

Panel, 71. 8* 55.1 {2N 1 /, <ix%). 

CONDITION; Scattered losses throughout. Scratched and 

abraded. 

original: Untraccd; variant, Kress (M46), University ot 

Wisconsin, Madison. 

provenance: Unknown, probably London. 

SN 40 is on a thin softwood panel and probably is a 
nineteenrh-centun supercherie intended tosatSsq ihc 
uncritical enthusiasm for such Leon a rdesque subjects. 

sources: Census (as Giampetrino). 



After Guardi 

187 R1VA DF.GLl SCHIAVONE sn 188 

Canvas, 56.5 • 92.7 (22V., • 36 '/ 2 ). 

condition: Darkened varnish; otherwise fair state. 

origin ai. : Untraced. 

PROVENANCE; Unknown, probably London; acquired John 

Rmgling. 

Suida (1949) thought SN 188 close in manner to 

Marieschi but Guardi seems to be the more obvious 

source. 

SOURCES: Census (as Marieschi imitator). 



After Giordano 

185 A BACCHANAL sn 161 

Canvas, 180.5 x 296 .K (/' ' "7)- 

condition : Major losses are on the left side and in the centre 

on the lower half of the canvas. Conservation 1947-49. 

original: Untraccd. 

PROVENANCE: jean Desvignes, Paris; sale, AAA. December 

1929 (no. 74) ; acquired John Ringing. 

exhibitions : Biujjhamton, New York, Giordano in America 

(1964) (no, 40 as Giordano). 

Accepted by Voss (certificate before 3949) and Milko- 
vitch {1964) as original. SN 161 is quite clearly by an- 
other hand than Giordano's. Elements from both Gi- 
ordano and Ribera but coarser in expression point 
either to a studio assistant (Ferrari and Scavizzt) or an 
i ndependent Neapoli tan . 

SOURCES: Ferrari , O ., and Scaviz/.i, G ., Lum Giordano ( lyfifi) , 
1, 111 (as Studio) ; Census (as Giordano Studio). 



188 CHURCH OF S. NICOLO Dl LIDO 

SN I9t 

Canvas, 40 a 59 (15% ' 23%). 

con omoN : Some minor scattered losses ; otherwise fair state. 

Conservation 1947-49. 

original: Untraced. 

PROVENANCE: Unknown, acquired John Ring ling. 

Morassi described SN 191 as very doubtful; it is, in 
fact, quite unacceptable as autograph. 

SOURCES: Morassi. A.. Guardi (1973), t, J10, 643 j Census (as 
Guardi), 



189 THE PIAZZETTA TOWARDS 

S. GIORGIO MAGGIORE sn 192. 

Canvas, 39.4 - 74-3 (*5% ' ^Yd- 

condition: Darkened varnish. Some minor losses. 

original: Akademieder Bildenden kiinste. Vienna, 455. 
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no. 69-z- 1 ; a variant copy, Kassel, formerly Due de Taillarti, 
sale, I'aris, March iz, 1756, 

PROVENANCE : Duke of Westminster sale, Christie, July 4, 
19Z4 (no, 14) ; acquired John Ringling 1914. 

In 1651 Guercino sold a picture of this subject to 
Giacomo Zanone, Suida (1949) was in error over the 
provenance ol SN 115. Felihien {bint ret tens sur les vies 
ties peintres, \, 414) reported this subject as being in 
the collection til Abbe Mey de Lyon c. 1705 as was also 
a Reuben with His Younger Brother (see above) ; these 
may well have been the originals, and the work at 
Brest can probably be identified as one of these, 

soifRCKs: louvre, Paris, Renaissance du Musee tie Brest 
(1974^75), p. 19. hg. 9; Census (as Guercino Studio). 



194 Nib MAGDALEN MEDITATING 

sn iz6 nj 

Canvas, 119.H • 96.5 (47 ■ iH), 
condition: Good. Conservation 1947. 
orioinai ; Capudinmnte Museum, Naples, rfiSo. 
PROVENANCE: BoJogncse collection; with Buchanan, 1X59: 
Robert Holford; Sir George Holford sale, Christie, July 15, 
192.7 (no. 61}; acquired John Ringling. 

SN ti6 is a copy of good quality and since stylistically 
it shares a great deal in common with SN 151 (cat. no. 
1 jo) it seems reasonable to attribute it to Benedetto 
Gennari the Younger. 

SOURCES : C '.enstis (as G uerci no Studio ) . 



After Licinio 

155 A PORTRAIT GROUP sn 68 

Canvas, 96 > 154.6 (37 % -53)1 

CONDITION; Darkened varnish, 

original: Aecademia, Venice. 

provenance: De Bathe sale, Sotheby, May ij,, i9H (no. 

21a); acquired John Ringling. 

The modelling of both drapery and the flesh areas is 
hard and insensitive, typical of a mechanical copyist. 

SOURCES: Census (as copy after Licinio). 



Canvas, 8a,g ■ 95.9 (u r " s ■' .17%). 

CONDITION; Scanered losses. Darkened varnish. 

original: Cartoon and painting (lost) by Michelangelo, 

preserved in a copy by Pontormo (Uffizi), 

I'ROVF NAN't.i- : Unknown, probably London ; acquired John 

Ringling. 

The copy reproduces the figures only. Both Suida 
(1049) and Gregori (file) suggested that the author was 
a seventeenth-century Flemish artist. 
sources: Census (as copy after Michelangelo). 



After Magnaseo 

196 LANDSCAPE WITH A RIVER sn 1 Xi 

Canvas, 75.6 v 1 14.7 (29 3 <',| '' 45). 

condition: Darkened varnish but otherwise fair state. Con- 
servation 1947. 
original: Llnrraced. 

provenance: Unknown, probably London; acquired John 
Ringling. 

Too many inconsistencies in the handling and an over- 
all feebleness of expression reveal a copyist. 
sources: Census (as Magnaseo follower). 

197 A STORMY SEA m 659 

Canvas, 117.1 x 90.2 (4£VgX 35 V 3 ). 

CONDITION : Some rubbing in the sky. Darkened varnish. 

ORIGINAL: Untraeed. 

I'ROVENANCE: Ahlemann, Germany ; with Sehaeffer, 1952,; 

acquired Ringling Museum 1952.. 

SN 659 is quite a spirited work hut the figures are too 
coarsely painted and there are too many cliehed pas- 
sages to allow an attt ibution to Magnaseo himself; in 
all probability it is hy a close follower. 

The pair to SN 659 is in a private collection in the 
United States. 
sources: Census (as Magnaseo). 



After Michelangelo 

m VENUS AND CUPID *N 2.9 



After Moroni 

199 PORTRAIT OF LODOVICO DI TERZ1 

SN 107 

Canvas, $1.4 ■< 40.6 (20 l / 4 * t6). 

condition: Some minor losses but otherwise good srate. 
Conservation 195K. 

ORIGINAL: National Gallery, London, 100.2 • 81.3 
provenance: Unknown, probably London; acquired John 
Ringling, 

A fairly old copy and possibly to he identified with 
that mentioned by F.(T endo p/(G. B. Moroni [1939!, 
p, T30) as being in the National Museum, Stockholm, 
but Gould (The Sixteenth Century Italian Schools 
[1962], p. 1.15) reported that it was not there. 
sources: Census (as copy after Moroni). 



After Ftancesco de Mura 

200 THE VIRGIN RECEIVING ST. LOUIS 
GONZAGA sn 165 

Canvas, 153.9 ' i°3-J (6o ;l /, ■ 40 1 /,,). 

condition; Many scattered losses, several grouped in the 

centre of the canvas. Some rubbing, 

original: Oil botzetta of the same subject, Capodimonte 

Museum, Naples, for the finished work in the Sacristy of 11 

Gesii Vecchio, Naples. 

provenance: Art Market, Boston, late 1910s; acquired John 

Ringling, 

Attributed to Solimena by Suida (1949) hut Voss (ver- 
bal) had already proposed Francesco Mura. Although 
quite an accomplished hand was responsible for SN 
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I fiS , its overall hardness in both form and color tones 
and some imcertainti in relating forms to their proper 
plane (the putti at the top! reveal a copyist. Causa (file) 
was of this opinion. 
sotnu n- Cmm jsMum*. 



Suida 11944: suggested a late sixteenth-century Italian 
copyist and cited Voss' verbal opinion thai the author 
mipht be Ippolito Andreasi {1548-1604*. 4 follower of 
Giulio Romano. 
soi hces: Census is copy after Raphael ur An.! 



After Marco d'Oggiono 

201 MADONNA AND CHILD sn ft 

Panel. fX 41 ■•* -z,' ; I*' 
condition : Poor. Fairly extensive flaking 
okicinai : Unknown, hit probably derived from original 
com positions in the Louvre Mince Nimcs. Atnhtosiana Mi- 
lan; and University Museum iPnncctimi. 
PmOVXNANCI : Marchess hossi, Horcnec; anon. sale. Ander- 
son Cilleries. New York. isi>i no. M4. pi.); acquired John 
[singling. 

SN \$ cannot he accepted as an original although de- 
scribed as such by Suida 1449 Die handling of both 
form and modelling is too inept to be ascribed to any- 
one but a later copyist. 
sources: Census i'js Marco d'Oggiono). 



After Raphael 

202 LA VIERGE All VOILE a li 

Canvas (tondu), 1 1 1.7 I44). 

1 oMiit tos V 1m1-.l1 very darkened 

ukii.inai : Probably the version now in University Museum. 

Princeton, X.J . formerly Dukcut ViVsiimiisier 

I'koVtNANi I : Unknown, probably London ; acquired John 

R'mgHng. 

Probably by t nmctcenth-ccnrury copyist. 
SOUKCVS: Census (as copy after Raphael). 

20? THE JUDCEMENT OF PARIS sn v i 

Panel. 6i.6 4*.- 114 \ 18). 

< ONtulloN Poor Scattered losses .111J Making surface. 

ORIGIN A I .: \jeil to centre side ot Marcantomo Raimnndi's 

engraving after Raphael 

ritoiiNtMl : Unknown, probably London, acquired John 

Ring! trig. 



2M \DORATION OF THr' KINGS SN w , 

Canvas. zsi s 43 x 1 1 ■ , 1- 
1 on in in is Good. 

origin U: \'.ui(..in. Rome, predclla AJrirMmn with altera- 
tions and omissions. 
phovi s sNCt : Unknown, acquired John Rmgling 

SN W5 seems to be .1 deliberate pastiche by .1 nine- 
teenth -century copyist, 
sin Hi- 1 1 itsn< 1101 listed* 



After Guido Reni 

205 DAVID WITH THE HEAD OF 
GOLIATH sn 117 ru 

Canvas, ivo • 170 <5»' , - '•- 

GONDII ION : Nome old damages but ochcrwisc in lairly gi « si 
condition despite the disfiguring presence of "ultramarine sick- 
ness' in the blues. Conservation c 1411 
dravini.: Lor the original head and shoulders of David. 
black and red chalk. ,40 ■ nHmm.O Kurz, Bo/oj;rt<\-W>rJH- 
mgsjt W«u/*orGisi/<-t London. iys s U p. 1 it, no i4i. rig. 60. 
ORIGIN Al i in'iis Head and shoulders of David iKunst- 
hisninsshi-s Museum, Vienna, ?\-; Re-sideii/ Sal/burg). A 
copy iCiatlcria N.i/iotuic, Roma. 1 ; _ s .1 lead anil shoulders, 
a copy iti.illena Pallavicim, Rome, Ui 

I'ROVINAM I ; Mattiodel lama. Bologna; Hon Pellegrini; 
Sir Richard Worsley. -th Baronet; by inheritance, ttoj, tin. 
Pari oi Yarhurough; sale. Christie, Jul) 1 ), iyiy (no. — ); 
acquired John Ringlmg. 

i-xiiuintONs: HI, 1X41; (no. 41); l..i Mostra tti Quida Rem 
(Hologna, UJ14). no ~ (as Reni), 

Despite SN 1 i-'s being a very competcm p.imtinp, tts 
style is inconsistent with Reni's of c. 1604-05, It is 
certainly .1 Bologncsc seventeenth-century copy and 
its author is possibly G. A. Strani or Pasinclli, but this 
is only surmise. 

Gnudi and Cavalli accepted SN u- as authentic. 
but Kur/ has re|ected u twice, in im - and in iy>i in 
his catalogue of Bologncsc drawings at Windsor. 
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maintaining [hat the variant fragment at Vienna is all 
that survives of the original and that SN 1 1- and the 
Gallcria Nazionalc work are copies. The Palladium 
variant is not of the same model as SN 1 1-, the model 
being younger and \\ nh a different hair style; it is 
probably a copy of some later variant. Malvasia iv/- 
shta Pit trice | Bologna, t«>7K|) is not very helpful— on 
page to he writes of such a suhieci where the 'wild 
looking head of Righcttonc Speriale' was the model 
for that of Goliath, and that of ( avalicre Bellini served 
for David ; on page XX he refers to a "famous* David for 
which the 'page of Pordcnone' copied by Rent in his 
youth was used as a model ; on page 41 he cites what 
must be the louvre painting, 'the David companion 
of Judith . . . now belonging to his Christian Majesty.' 
It certainly looks as though the same model served for 
the Louvre painting (Gttudt and Cavalli. p. 56, no. 10, 
pi. 14) as for SN 1 1 - and both are dated close together 
by these authors. Presumably SN 1 1-. with the open 
landscape reminiscent of Venetian types) on the left, 
postdates the Louvre work w hich is a closed eomposi- 
tion. Garboli and B.ucheschi date the original (pi. 
jab) 1605. 

some i s: VCaagcn, (tjllrrtfs and Cabmen in Great Britain 
London, 1857). p. &•; Kurz. O., "truido Reru.' }ahrbuch der 
Kunstkistu ruihn Samintungnt mWien, 1 1 i y ; - , :. s> , Cnudi. 
B., and Cavallt, C. G , Gutdo Rtni (Florence, 191s). pp. }9, 
57, pi. 15; Garboli. C, and Bacchi schi, E... t.'Opera complete 
di Cuidn Rent (Milan, t«ri). no. t+a: (jmsus (as Reni!. 



tion. SN 1 |K depends on the composition in general 
and on certain figures in particular of Rein's Htrth of 
//.'e\7ri;;«.Cappellad'Annunziata, Palazzo Quirinale, 
Rome, dated 1609-1 1 . The style of SN 1 1 8 is consis- 
tent w uh works by Rem dated c. 161 1 - c. i6zo. 

No opinion can be offered as to the author of SN 
1 1 X except that it is seventeenth century and probably 
Bologncse. 

KKfltcXS: Bo rem us. T_, Review of Pim. 1911, Exhihinon. 
IVi/j.'o. ; tfll 13 . V4- tijrKili. C ... and Bacchcsi, E. 
l.'Opera timtplflj dt iiiiido Rent .Milan. 19-1 |, no. 19; Cen- 
sus (as Rcni 

207 EUROPA AND THL BULL sn i i0 

tjnvi\,i — .i» i-o.x jo *.-' , . 

1 OMMTIOK: Poor. Pami in j general riakingcondinun Dark- 
ened varnish. 

niiiGl\ CI : Unirjecd. hut the work in the Dents Mahun Col- 
kenon, I ondon. 1-4 • 1*9. 1* the haste model. 

PROVENANCE: Unknown, probahlv London, acquired John 
Ringlmp. 

A not particularly competent copy. As SN tio has rw o 
cupids and the Marion original has only one, it is thus 
probable that SN 12.0 represents another version now 
Iost. 

sources: Census (not listed). 



206 BIRTH OF ST. JOHN THE BAPTIST 

SN llX 

Canvas. 199.4 * ITT A (78% ■ -ol 

condition: Due to severe OK r w !■ aning in the past there is a 
serious loss of modelling throughout. Scattered small losses. 
Bottom right deteriorated through flaking paint. Conserva- 
tion c. 1951. 

ORIGINAL /VARIANT: The original is untraced; lleud of St. 
FMzalreth, 51 • 19. Pun. 

PtiovtNANt 1 : Henry Hams, 1914; with Agnew, 19x8; ac- 
quired John Ringling. 

exhibitions: Pittt, Florence, Mostra delta pitturj tuluna 
del sciienHi e del SritKMO ( 1 9ii ) (no. 8 1 4) . 

SN 1 1 K cannoi be accepted as an original but there is 
no doubt that it represents .1 lost Reni composition. 
The Pitt 1 Head of St. Elizabeth Garboli,, no. 7) is also 
doubtful hut its existence supports the above ohserva- 



Aftcr Creole di Roberti 

208 DEATH OF THE VIRGIN sn 44 

t anvas, iii, 1 117.7(87''^. 129). 

CONDITION: Major losses on the left-hand side due to tears. 

Vamish much darkened. 

origin At : Centre section oi ihe Iresco destroyed 1 in the 

I appejl.i li.irganelli, Sagreslia.nf S I'letro. BologM Cop5 ol 

another seel ion in the Louvre. 

I'ROVKNANt.h; Italian collection [ilk. 1760; Catholic chapel, 

Virginia Street, W'apping, London; St. Patrick's Church, Lon 

don. 1 8-9-191*; with A. Ruck; acquired John Ringling 191-. 

SN 44 is a copy made in the very late sixteenth century 
when a companion copy. The Crucifixion (the lower 
section), was m.ulefroin the same fresco cycle (Pinaco- 
tcca, Bologna). The original frescoes were purchased 
by the Marches*- Tanan but were totally ruined during 
restoration. 
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(.mux- and Cavaleasellc, 6 (1914), 19S. io; 1'by a clever itin- 
tator'); Benson, R., the I lot ford Collection (1917), p. tj 
("later version') j Freedlx-rj;, S. J., Andrea del Sarto (196?), 1, 
p. 1 10; Sherman, J., Andrei del Sarto (1 965), p. 151; Census 
(as copy after Andrea del Sarto). 



212 PIETA sn ?2z n/ 

Canvas, 104.1 v 134.6(41 X 55) with added strips ; angina I sizc 

9-.S in.9l.jS' ■,■ 48). 
CONDITION ; Good. 

original: Kunsihisionsehcs Museum, Vienna, panel, 99 ' 
110. 



t'KOVtNANCE: H. A.J. Munro of Novar; with Rutter; Karl of 
Dudley sale, Christie, June is, 1891 (no. 87) ; with Agnew;J. 
Rusron sale, Christie, May 11, iNyK (no. 97); Sir William 
Farter sale, Christie, March if, 1911 (no. 61) ; with Clements; 
Viscount Scarsdale of Kedleston sale, Christie, July iS, ji»o 
(no. 113); with Newton; acquired John Ringling 1930, 

This is the un traced copy listed by Freedberg and 
Shearman, except that it is canvas, not panel. Shear- 
man's observation about the Vienna work's being cut 
down on both sides is not true since the original size of 
SN 512. is only minimally different. Ffcedbergconfiises 
the provenance of SN m. citing .Mrs. Johnstone as .111 
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owner (sccCrowcandCivalcasi'llcl 1914J.6. pp. 180— 
[Si. ri * rthci probably pi'" V s H i! tfac odtct OOpJ 
cued by Freed berg. 

The Vienna work Kas been identified convincingly 
with the Pieti mentioned by Vasari as being in the 
room of Angclo A retina in SS. Amiun/.iata, Florence. 
Since it is probable that the Vienna work was pur- 
dmed by the Duke of Buckingham C 1621 in Paris. 
SN ,iz would h.n e been made to replace the original 
about that time SN i::iu work of excellent quality 
and it seems plausible to attribute it to Felice Ficherelli. 
who was seventeen or eighteen in lAzi. 

Ficherelli not only copied Andrea del Sarto but also 
Perugino and Raffaellino del Garbo. His patron, Al- 
berto d'Ottavio de' Bardi. appears to have commis- 
sioned a number of these. For a comparison with 
Ficherelli's original work, itself influenced by Fran- 
cesco Furini. Cantelli ("Prccisa/ioni sulla pittura fior- 
entini del seicento,' AnlichUi Vii-a 1 10-1 ]. 10 4. pp. 6- 
10) provides the most recent study. 

uHRLts \X'aa»icn. j, i« m H A | Munnt ot Novar I <>i 
lection js ' j must careful and cxcdlcnt repetition" | ; Ffecdbcig. 
S., Andre j del \irt<> 196^,1, pp. 90-^1 ■ as untratxd) ; Shear- 
man, J.. Andrea del Sarto {1965). 1, pp. 145-^46, cop) 1 as 
untraccd); Census (not listed, , 



( .uivas, 81 _i • H-.4 ii hi 

conditio?.: Poor, Badl) nibbed and darkened varnish. 

original: Unknown. 

i'Kh\i\>m t Venetian collection, isSi .Sir George Holford 

sale, i hnsrie. July if, i*ji- no. -S as Palm.i Guh.iik 

1 xiiihitions: RA, Winter 188? (no. 118 as School of Tin- 

i.iutto). 

The handling is clumsy and inept. It is possible, how- 
ever, that Palma Giovane rather than Tintoretto was 
the author of the original. 

SOURCES: Benson, R . I he Hat ford Collet-tit m \*l~ . p. 4*, 

pi. — >as Palma Giovanc 1 ; Census (as Tmtomto follower}. 



215 PORTRAIT OF A YOUNG MAN sn — 

< .nn.h. ,6 1 js ; a' , i<j 

< ONUITION; Numerous losses; considerable rubbing; dark- 
ened varnish. 

original: Unknown. 

provenance; An Market, Lucerne, 1928; with Bohler ; ac- 
quired John Ringlmg. 

SN — is in such a wrecked condition that no comment 

can be made. 

sonnets: Census as Venetian, sixteenth century). 



After Tiepolo 

2U A BRIDAL COUPLE sn 185 

Canvas, 11. j i£.j io 1 . io a ',j. 

CONDITION : Pour. Seancrcd kisses throughout; almost a total 
loss of paint along the foot. 

original: Partial copy after the C.omaru family fresco, Na- 
tional Gallery , t .mberr.i, formed) t untini Bonacossi ( ollec- 
tion, Florence. 

t'ROVKNANi:!- ; Unknown, probably London; acquired John 
Rinplinji. 

SN 185 is a nineteenth-century copy of no great merit, 
sui Hi Is: fiTOIIMI .is lu-polo follower). 



After Tintoretto 

214 ADAM ASLEEP IN A ROCKY 
LANDSCAPE sn 76 



2lh PORTRAIT OF PRIAMO DA LEZZE, 
PROCURATOR OF S. MARCO sn 80 

t anvas, 110.6 101 S 4- ' . 4 . ' 

INSCRIBED: Twice: PRIAMUS LEOVJ U MARCI I'KOCVR. 

condition: Some rubbing but others* isc good. Owiscrva- 
nonc. 1948. 

origin \l varum: Original. Gallena I'ailavicini, Rome. 
vS - -s.S ; variant, bust only, Aceademia, Venice. 
I'ROVfNANCF: With Bohler; acquired John Ringlmtt. 

Priiimti da lx/./v was appointed Procurator In t$$i 
and died the following year. The attribution to Dtime- 
nico Tintoretto by Suida (104*1) was accepted by 
Oehler, but Zen reasonably returned the I'ailavicini 
work to Jacopo. In comparison with SN So the Palla- 
vicint ponrait seems, from the photograph, to be much 
more fluently painted. In SN So the modelling of the 
face and the hair is slightly mechanical ; thus it is more 
probably an able workshop copy. 

sources: Ventun, Slant deil'arte . . , (I9i9), 9/4, p. 600, 
pi. p. S98 [as Jacopo); Bcrenson. Itutun l'ulures{i<f\2.),p. %6\ 
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(a* Jaeopoj :QehIcr, I... 'Das! intoretto— Bildnisdcr K.isselcr 
I .aline.' Fest&cbrifi fur I l,ir»ld Keller [1963). p. 1*9. rig. 4 (as 
Domenieo) ; Zcri, F.. Cullerta Patlevkmi in Roma ( 1 959), pp. 
ito-165; Rossi. P.. and Palluchmi. A., Opera eomplei.t Ji 
linturettu 19-.: .^ I iniorctio Vhool); Rossi. P., f.uofni 
I intaretta : i ritratti {iyv. pp. 75, 1 so-i si. pi. *oS; Census 
(as Tmtoretro Studio). 



thu execution is tar too weak to he original and is 
probably by a late follower. 

mpi rces: Suida, W.. 'Titian's Portraits: Originals and Recon- 
structions," Gazette des HeMix Arts, i9 11946), 141 ; Werho. 
H, Titian :Tbel'i>rtrait< uri , p ii6;CVn_*«5 > as ascribed to 
Titian}. 



After Titian 

217 LA SULTANA ROSSA sn S 8 

Canvas, 96.4 -h.2. i\H joL 

t oNtiiTKiN: Seriously overcleaned in past. Scattered losses, 

ORIGINAL; Lost. 

proven ance: Palazzo RiccarUi, Florence ; Lucien Bonaparte ; 

with Fairer, 1X4$; Sir George Flolford salt 1 , CJlirisrif. July 1 s, 

1917 (no, 16); with Bohter; ! toward Young, New York; at 

quired John Ringling c. i y to. 

La Sultana Russa, Vasari reported, was sixteen years 
old and the favourite wife of Soloman l. SN 58 was 
still attributed to Titian by Suida (1949) .It is in facta 
rather indifferent copy ot probably the seventeenth 
century, presumably after a lost work by Titian sent 
by him to Philip of Spain in 1 s:s;i- 

sOURCES:F»schcL0..7'i;wnfc.</i'K..p. 1 7*; Benson. R..77-I 
I liil/ord Collection 1 191 - '. p. 10. pi. 4-; von Hadcln, D.. 'Das 
Problem der Lavima Bildnissc.' I'jntbeim. - [1951), 85; Suida, 
W.. Tiziano (1933: . pi. i \ \ \ Wcthcy. H . Titian - The Portraits 

f*-n. p. 105 (as a copy) ; Census (as Titian Studio). 



218 PORTRAIT OF A CARDINAL (fragment) 
sn 59 

{ ftnvas, 46,3 j£.J us'.-, ■ 1 , 

1 nsiiiiiiiN: D\i rcleancd in 1 hi past. Sunn scattered losses. 
At some time the canvas was cut down. 
iiRKiiNAi.: Cardinal AlessaiidroFartiesein the group portrait 
by Titian of Paul IN and his grandsons (Capodimontr Mu- 
seum, Naples). 

PRO\ inaNcf.: Unknown, probably London: acquired John 
Ringling. 

\\ ethcy tentatively identifies the sitter as Jean Ju Bel- 
lay (in Rome 154- >o. 1 ><; 3-60) on the basis of a por- 
trait of the French Cardinal. Musee Versailles, but SN 
S"o seems to be quite clearly based on Titian's Ales- 
sahdro Famese. Ascribed to Tirian by Suida ( 1 949 . 



215 PORTRAIT OF DUKE GU1DOBALDO II 
DF.LLA ROVERF sn 60 

Canvas, 190.5 • 1:14.4 -* 49), 

< iiNOmoN: Poor. Serious! t overcleaned in the past. 

original: Lost. 

PROVENANCE: Paalcn, Berlin, 191*; with Bohler; acquired 

John Ringling. 

Cutdobaldoll (1514 74) succeeded as Duke of Urbino 
111 1 5 $8. Titian painted the Venus of Urbino, Uffi/.i, for 
him, 

SN fio was ascribed to Titian and another hand by 
Suida (1949). It had previously been accepted as auto- 
graph by von Bode (1916) and Cironau ( 1917). Wctliey 
ascribes it to a follower of Titian and dates it c. 1 560. 
I he quality of SN 60 is by no means high enough for 
Tirian and Wet hey is undoubtedly right that it is by a 
follower. Presumably a tost original by Titian is the 
source of SN 60. 

SOURCES: Yv'cthey, H., Titian: I be Portraits in , p. 177; 

( ensus :- ascribed to 1'in.iii . 

220 ECCE HOMO sn 61 

Canvas,-; ^9.1 iS' , tj 1 , 

CONDITION: Good. 

original: Ecce Homo, National Cillery. Dublin. 

I'ROVMSANCE: Prince Lichnowsky; with Bohler; acquired 
John Ring ling. 

Although von Ftadclii accepted SN 61 as autograph, 
Suida (1949) proposed a pupil, possibly Simone Peter - 

2a.n0. 

SOURCES: Census (as Titian Studio), 

221 THE RAPE OF FUROPA sn 6x 

Canvas, >o.» • -1.1 (iy ;l , ;s 

CONDITION: Good 

iiRK.iNAi : t ost; known through acopj b] Tenkis \n tnsti 

tute. Chicago and the engraving h\ Yorstcrmann, Tbeatrum 

Pictonan, 1659. 
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i'rovi nam i : I Ihknown; toquircd M>n Kinglmit. 

SN 61, as Suida i i«*49) pointed out, is more a variant 
composition kiM.il mi tlu- lost Titian referred to above. 
Recent opinion has assigned SN hi to 1 ucas van Llden 
and David Timers tin- 1 Ider. 

soi Ri m Suida. W . *lnn;i>tini Splendor in Titian** Trea- 
sury," An in Amrn, J. isi 1 v-t 1 . 1 i . W, 'vihe\ . M . Ttlun: The 
Mythological mid Uhtoritml IMwaigp 197$), pp 1-4-1-1; 

Onia* 'as Diiuh v>.p\ <>i 1 nun 



After Titian or Bordon 

222 THE LOVERS s\»,; 

- Si ; H , 



inscribed: On dw gourd: pvi . . . cm. 
condi 1 ion t.i msitk-rahle rubbing throughout dm- to over- 
cleaning 111 the p.isi D.irLiiuil varnish 
original: Untnced 
nun in^vci; su Geonje Holfnrd salt, c brinfe, Jtils i*i- 

s 4 js PordeoOM) ; atijuired John Kinghnj*. 

ExuiMiioMs v« fiilhrrjr.l nmfnii. Vimliiii ilu [ifljij j^) 
i no. -5; Br AC. i<«i-is (no. 19). 

The allegory can be interpreted as a marriage paint- 
ing: the young unman offering beauty (the golden 
apple and concord >the pomegranate) to a man in 
armour. Her hand with the golden apple resting on the 
lion's head indicates lent ,m<.i fortitude. 
tou RCi s: "01 aai;en. i. ir as I'ordemmr ; Benson, R.. The 
Notford CeOtetkm ((914), p. s9. H 4': Omm las Titian 
Studio). 
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Appendices 
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SUBJECTS 



"IS 



-as 



Religious precedes secular. Subjects are listed in approximately chronological order. 
Catalogue numbers can be checked in Index. 



OLD TESTAMENT AND APOCRYPHA 

Tintoretto, Samson and Delilah 

Cahari, C, Hagar 

Palm a. A., Esther and Ahasuerus 

Carraeci. Ag-. Susannah and Elders 

da Cortona, Hagar 

Mo la. Elijah and Widow 

Mob, Elisha and Rich Woman 

Nuvolone. Solomon's Idolatry 

Neapolitan, Joseph Interpreting Dreams 

Solimena, Jacob and Rachel 

Ricci. Boas and Ruth 

Ricci, Tobias and Angel 

Damim, Judith and I lolo femes 

Mola atrrili., Mordecai 

Stro/zi, Elijah and Widow ? 

Gargiulo, Triumph of David 

Gali/ia, Judith and Holofemes 

del C a no, Judith and Holofemes 

after Tintoretto, Adam Asleep 

after Reni, David and Goliath 

after Guercino, Joseph and Potipbar's Wife 

after Guercino, Judith and Holofemes 

after Giordano, Susannah and Elders 

after Guercino, Reuben with His Younger Brother 



NEW TF.STAMENT 

CHRIST 

Venetian, Cm a fix ion 

Siencsc, Mocking of Christ 

Mainardi. Christ as Infant with St. lohn 

d'Oggiono, The Redeemer 

Penaechi, Salvator Mundi 

Busatti. Deposition 

Palma Vccchio, Presentation 

Tintoretto Circle, Agony 

Bassano, F . Igpny 

Fiaseila, Raising the Widow's Son 

Fiasella, Healing the Blind 

Genoese. Venetian, Disputing in the Temple 

Pellegrini, Entombment 

Solimena follower, Pieta 

Neapolitan, Kiss ofjudas 

after Titian, Ecce Homo 

after Bassano, Mocking of Christ 

after Bassano, Entombment 

after Rosa, Three Marys at Tomb 

after del Sarto, Pieta (Vienna) 

MADONNA {AND CHILD) 

S i en ese , A n n unci at ion 
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del Biando Studio, With Saints 

di Nardo, With Angels 

di Sim one. Madonna and Child 

di Pietro Perez, Annunciation 

d' Antonio, Madonna and Child 

Master of the Lathrop Tondo, Assumption with 

St. Thomas 
Mainardi, With St. John and Angels 
Granacci, Assumption with St. Thomas 
Puligo, With Saints 

da Vitcrbo Studio, Madonna and Child 
Pagni, Medici Madonna 
Luini, With Saints 
Palmczzano, With Saints 
Zaganelli. ]■'., With Saints 
Mazzola, Madonna and Child 
Marconi, Madomia and Child 
Lotto, Madonna and Child 
Guerdno, Annunciation 
Sassofcrrato, Madonna and Child 
Gennari, Annunciation 
Solimena Follower, I'ieta 
del Come, With Magdalen 
after di Roberti, Death 
after del Sarto, Madonna delta Scala 
after Raphael, La Vierge au Voile 
after d'Oggiono, Madonna and Child 
after Rom an i no. Marriage 
after Dolei, The 'Blue' Madonna 
after de Mura, Virgin Receiving St. Louis Gonzaga 
after del Sarro, Pietd (Vienna) 



after Baroeci, / loly Family 

after Raphael, Adoration of the Kings 

after Albani, Rest on Flight into Egypt 

APOSTLES AND SAINTS 

Veneziano, L, A Saint King 

Dijon Master, St. Catherine 

Bieci di Lorenzo, St. Francis 

del Sellaio, Sf. Jerome 

del Garbo, St. Gregory 

Zaganelli, St. Sebastian 

da Santa Croce, St. Nicholas 

Franceschi, St, George 

Albani, Sf. John the Baptist 

Marinari, A Female Martyr 

Pagani, St. Lawrence 

Gentileschi, A., St. Cecilia 

Furini Follower, A Female Martyr 

Dolei, .Sf. John 

Roman, 55. Ambrose & Augustine 

Vaccaro, Sf. John the Baptist 

de Simone, St. Sebastian 

Novelli, St. John 

Lauri, F\, St. Jerome 

Desiderio, St. Jamtarius 

Crespi Imitator, St. Francis 

Amiconi, Female Saint 

Roeea, St. Cecilia 

after Carracci, Ann., Sf. John the Baptist Pointing 

Out Christ 
after Rem, Birth of St. John the Baptist 



HOLY FAMILY (NATIVITY) 

Albertinelli, With St. John 
Ferrari, G., With Donor 
Lanino, With St. Philip 
Mazzolino, Adoration 
Zaganelli, B-, Nativity 
Campi, B., With St. Lucy 
Tintoretto, D., Natality 
Veronese, Rest on Flight into Egypt 
Bassano, F., Adoration 
Stanzione, Rest on Flight into Egypt 
Giordano, Adoration 
Giordano, Flight into Egypt 
Schedoni, With Sleeping Child 



GENERAL 

da Pordenonc, Salome 
Strani, G. A., Salome 
Neapolitan, Male Figure 
after Guercino, Magdalen 



ALLEGORY 

di Cosimo, Building of a Palace 
Bonifacio, Harvest 
Bonifacio, Dawn 
Bon i f a c i o , N igh t 
Bassano, F., Fire 
Bassano, F., Water 
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Palma Giovane, Active and Contemplative Life 

Rosa, Study 

Giordano, Faith, Hope and Charity 

Strozzi, Act of Mercy 

Tiepolo, Giory and Magnanimity of Princes 

Guafdi, Hope, Abundance and Fortitude 

Pirtoni, Imaginary Monument to Earl of Stanhope 

after Titian' Bo rd on. Marriage 

after Archimboldo, Autumn 

after Archimboldo, Spring 



MYTHOLOGY 

Pollaiuolo Follower, Hercules and Hvdra 

del Brescianino, Judgement of Paris 

d'Arpino, Perseus and Andromeda 

Padovanino, Deianira and Nessus 

Giordano, Mars and Venus 

Linen, Jupiter Seducing Calist 

Tiepolo Imitator, Aurora 

I.uti, Nymph and Satyr 

Luti. Venus and Cupid 

Neapolitan, Flaying of Marsyas 

after Michelangelo, Venus and Cupid 

after Raphael. Judgement of Paris 

after Titian. Rape of Europa 

alter Rem, Furopa and the Hull 

after Giordano, Bacchanal 

after Dugbet, Orpheus and Furydke 



ANCIENT HISTORY 

Florentine Cassoni Workshop, iriumph ofScipio 
Florentine Cassoni Workshop, Romans and Cauls 
Lazzarkti, Berenice and Ptolemy 
Magnasco, Bacchanal 

after G Limpet rino. Lucre! i a 
da Cortona, Augustus and Sibyl 



ANCIENT LITERATURE 

Panini, Hermes and Calypso 
Panini, Circe and Odysseus 
Conea, Vision of Aeneas 



ITALIAN HISTORY 

Florentine ( assoni Workshop. Assault on Piomlnno 

PORTRAITS 

FFMAI 1 

del Breseianino, Female 

Tintoretto, Female 

Maganza, Victoria and Dia mantis 

after Titian, !.a Sultana Rossa 
Venetian, Young Woman 

MALE 

Bastiani, Petrarch 

Bellini. mo. Mate 

Moroni, Mario lienuemiti 

del Piombo, Cardinal Salviati 

Licinio, Male 

Catena Follower. Male 

Vero n ese, brat tch esc hint 

Salviati, Medici Youth 

Bassano, L., Male 

Venetian, Male 

Venetian. la, t/pa di ! usignan 

Sassoferrato, Cardinal Rondinim 

Venetian. Male 

Mnta. Male 

after Titian, A Cardinal 

after Titian, Duke ofUrbino 

after Tintoretto, Male 

alter Tintoretto, Priamo da larzze 

alter Momni. Lodorico di Terze 

IAMI1 V 

Fasolo, Family 
after Licinio, Family 
after Tiepolo, Family 

GENRE 

Gnaltcrrotti, Football Game 
Maggiotto, GiH with Spindle 
alter Bassano, Country Life 
Vanni. A Concert with the Arttst 
Bernardo, Itinerant Musicians 
Travcrsi, Detected l-ove Letter 
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LANDSCAPES TOWNSCAPE5 

Rosa. landscape 

Rosa, Landscape 

Zuc-irt-Ili, landscape 

Rica, M.. landscape 

Rice i, XL. I and scape 

(..uialctio. Piazza San Marco, Venice 

Cinaletro. Km-j ./<g/i ScbiavottL Venice 

Graneri, Piazza detieErbe, Turin 

Dngjbct, A \ alky 

after Duglu-i. \V///j Orpheus and Etaydm 

c .irkv.irss. Piazza San Marco, 1 1 

(.ark-van-., /'usjd &in Marco, Venice 

after Magnaaco, Landscape 

.tttcr (iii.irJi. Riva degh \ihui-nnt. Venice 

after Gmnfi, Si Xnolodi lado, Venice 

after t knnfi, / be Puzzetta 

after C.iurdi. //?«■ PiazzetU 

after M.ipi.iscn, Stormy Sea 



sl 11, 1. LIFE 

Bcttcra, Musical Instruments 
Ektschcniv attrih . /'/jft'i mil / md 
Font, fn«J 

MISCELLANEOUS 

ili C.uivanm, AnjjWs (fragment) 
Veronese School. / egendary Scene 
Bassana, L . Man iwftA K»«/c 
ViiiLi-mino. Dcooratnw j) 
Bolognese, A Palace 
Dmam. A A Initio* TraimtJ 
Destderio, A Gothic Tomb 
Venetian. Ihcuratn < 6 
Venetian. Proverbs 
Venetian, Watermelon Regatta 

Fereni, Disguises of Harlequin 14 
Magna sen. Vogmtfj ma Rum 
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Agar, sn 117; copy, 5N 1*0 

Agnew, s\ S4. 102; copies, sn 1 18, siz 

Ahlemann. copy, sn 639 

Aldobrandim, SN 111 

Altepinakothek, Munich, sn Si 
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Austin, sn 657, 658 

Barbarigo, sn 69. -o, 71 

Baring, *\ 1 s 

Bateman, sn 1-1, 1-2 

Beckford. sn 142. 162 

Belmont, sn 1,2. 3, 4, J, io. i 1, 12, 1 -,, 14, 15, i-, 

19. 21.22. 45, J3 
Benamati, copy, sn is 
Benson, sn 2 ;, 69, ~o, 7 1 
Bentmck. sn i - s 
Bernard in i, SN 26 
Bolder, sn 7, 8, 26, 34, 37, 3S. 64, 82, 86, 87, 104, 

143, 147, 174, 1X4, 1S9, [90, 744, 755; copies, 

SN 58, At, 80 
Bonaparte, sn 112, 113; copy, sn 58 
Bondy, sn 634 
Braganza, sn 131 
Brandt, sn ji ; 
Bridgeman, copy, SN 27 
Brognoli, sn 89 
Bromley-Davenport, sn 128 
Brownlow, copy, sn 35 
Buchanan, sn Si. ;62; a>py sn 126 
Canessa, sn 1S4 
Capell-Curc, sn ,4 
Ca.siigliotic, sn -41 

Catholic Church, London, copy, sn 44 
Cheney, sn 54 



Chiesa. sn 42, 1-0 

Christina of Sweden, sn 66 

Chrysler, copies, sn 6-2. b~\ 

Clements, copy, SN 52Z 

Colnaghi, sn 6$ 

Confratcrnita della Mortc. sn 122 

Contarini, sn 85 

Contini-Bonacossi. sn S'6, S- 

Cook. sn 6-4 

Corcoran, sn 636, 657 

Demotic, sn - 

Desvignes. copy, sn 16 1 

van Dirxland. sn 669, 670 

Langton Douglas, sn 24. 106 

Dudley, copy, sn i22 

Durlachcr, sn 33,660,685 

Duveen, SN 6a, 6b, 23, 69, 70, 71 

Enrich, sn r 

F. lee tors of Diisseldorf, sn S2 

Wynn Ellis, sn 30 

Erskine, sn 65 

del lama, copy, sn 1 17 

Sir W. F.irrcr, copy, SN 522 

Farrer, sn 41, 153 

Favenza, sn 89 

Fleischauer, sn 634 

Fiskc, SN 3 I 

Fossi, copy, sn 3<j 

Franchetri, sn 652 

Gagliardi, SN 23 

Gavet, sn 1.2, 3, 4, 5. to, 1 1, 12, 13, 14, ty, 

21, 22. 43, 33 
Geiger, sn 744,755 
Ginori. sn - J3 
Giustiniani, sn 112, 113 
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Giustiniani Calerghi, SN 69, 70, 71 

Glaenzer, SN 189, 190 

Gould, sn jc 

Grace, SN33 

Grandi, sn 184 

Green, sn 733 

Grosvcnor, sn 127, 131, 152; copies, sn 123, 150 

Hall, copy, SN 2.7 

Harris, H., copy, SNXtS 

Harris, T., sn 660 

Hercolani, sn 56 

Hinman, sn 684 

Holford, sn 28,41, 46. 47, 49, 66, 78, 8t, ioi, 1 1 1, 

1 12, 11 j, 115, 1 30. 1 37- ' JJ> 162; copies, SN 27, 

vS, S|, 76 
King of Holland, sn 106 
Hoogendijk, sn 669, 670 

Hughes, SN [ "6 

Humble, sn 1 1 1 

Hume, copy, SN 35 

Huntington, sn 189, 190 

Jeffries, sn 54 

Jesuit Order, SN 89 

Kahn, sn -74 

Kern, SN 634 

Kleinbergcr, sn 74, 89 

Koerser, SN 633 

Lane, sn \h 

Lasson, sn 798 

Leger, sn 131 

Leyton, sn 152; copy, sn 150 

I.ichnowsky, copy, sn 6\ 

Lichtenstein, sn 86, 87 

Lincoln, sn 669, 670 

Locwi -Robertson, sn 627, 628, 629, 610, 631, 632, 

699, 905 
D uke of Lucca, sn 112, 113 
Ludlow, sn 108 
de Maiditch, sn 866 
Mondragone, sn 34 
Manfrin, SN 72 
MeSwiny, SN 699 
Metropolitan Museum, SN 108 
Mills, sn 36, 57, 140, 195 
Mont, SN 674, 744, 755 
Moratilla, sn 633 
Munro, copy, SN 522 



Kairiax Murray, sn 56 

de Nancrc, sn 115 

Neumans, sn 5 s 

Newcastle, SN 66% 670 

Newman, SN 171, 172 

Newton, sn 151, n(y\ copies, sn 114, 121, 522 

Nicholson, sn 56, 83, 159 

Northbrook, sn 106 

Onigo, sn 184 

d'Orleans, 5N 66, 115 

Prince of Orange, sn to6 

Ortley, sn 1 11 

Oudry, SN 83 

Pallavicini, sn 8] 

Pallavicini-Rospigliosi, sn 733 

Paalen, copy, sn 60 

Paolini, sn 84 

Patoun, copy, sn 31 

Pellegrini, copy, sn 117 

Perez, sn 159 

Piedmont-Savoy, sn 684 

Pilkington, SN r86, 187 

Poggi, sNiii 

Polak, sn 6N4 

Pozzi, sn 184 

King of Prussia, sn 1 12, 1 13 

Ramsden, sn 23 

Rcinhardt, SN 637, 651 

Riccardi, copy, sn 58 

Richardson, sn 154 

Ridley, sn 128 

Robinson, sn 674 

Roche, copies, sn 672, 673 

Rucellai, SN 24 

Ruck, copy, sn 44 

Ruston, copy, sn 522 

Rutland, sn 137 
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Sadolin, sn 798 
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Sanct Lucas, sn 634, 897 

Sartoris, sn 67 

Scarsdale, copy, SN 322 

Schaeffer, SN 733; copy, sn 659 

Scb i nasi, SN 20 
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References are to catalogue entry numbers. 



SN I Venetian School 116 

SN 2 Veneziano, L. 115 

sn 3 Sienese School 33 

sn 4 Dijon Master 9 

SN 5 Sienese School 34 

sn 6a del Biondo Studio 4 

sn fib Bicci di Lorenzo 3 

sn 7 Mariotto di Nardo 2<; 

sn 8 di Simone, G, 35 

sn 10 Pietro Perez 28 

sn 1 1 Pietro Perez 28 

SN 12 Florentine School 12 

sn 13 Florentine School 13 

sn 14 Florentine School 14 

sn 1 5 Biagio d'Antonio 2 

sn 16 Pollaiuolo Follower 29 

SN 17 del Sellaio 32 

SN 18 Gherardo di Giovanni 18 

SN 19 Master of the Lathrop 

Tondo 2 1 
SN 20 Mainardi 22 
SN 21 Mainardi 23 
sn 22 di Cosimo 8 
SN 23 del Garho 16 
sn 24 Granacci 19 
sn 25 del Brescianino 5 
sn 26 Albertinelli 1 
SN 27 after del Sarto 211 
SN 28 Pulsgo 30 
sn 29 after Michelangelo 1 98 
sn 30 da Viterbo 37 
sn 31 after Raphael 202 
sn 32 after Raphael 203 



sn 33 Brescianino 6 

sn 34 Pagni 27 

sn 35 after Banicci i~ 

sn 36 Gualtcrotti 20 

SN 37 Luini, B. 50 

SN 38 d'Oggiono i;8 

sn 39 after d'Oggiono 201 

sn 40 after Giampctrino 184 

sn 41 Ferrari, G. 43 

sn 42 Lanino 49 

sn 43 Bastiani 74 

sn 44 after di Roberti 208 

sn 45 Veronese School 63 

sn 46 Mazzolino 55 

sn 47 Palmezzano 59 

sn 48 Zaganelti, F. 65 

sn 49 Zaganelli, F. 66 

sn 50 Zaganelli, B. 64 

sn 51 Mazzola 54 

sn 52 Campi 41 

sn 53 Belliniano 75 

sn ^4 Marconi 9- 

sn 55 Penacchi 103 

sn 56 Busarti 79 

sn 57 da Santa Crooe 108 

SN 58 after Titian 217 

sn 59 after Titian 218 

sn 60 after Titian 2 1 9 

sn 61 after Titian 220 

SN 62 after Titian 221 

sn 63 after Titian 222 

sn 64 Lotto 95 

sn 65 del Piombo 104 



sn 66 da Pordenone 60 

sn 67 Licinio 94 

sn 68 after Licinio 195 

sn 69 Bonifacio 76 

sn 70 Bonifacio 77 

sn 71 Bonifacio 78 

sn 72 Palma Vecchio coi 

sn 73 Catena Follower 85 

sn 74 Tintoretto Circle 1 14 

sn 75 Tintoretto 1 12 

SN 76 after Tintoretto 214 

sn 77 after Tintoretto 215 

sn 78 Tintoretto 113 

sn -9 Tintoretto, D. n 1 

sn 80 after Tintoretto 216 

sn 81 Veronese 123 

SN 82 Veronese 124 

SN 83 Fasolo 88 

sn 84 Caliari, C. 80 

sn 85 Palma, A. 99 

sn 86 Bassano, F. 68 

sn 87 Bassano, F. 69 

sn 88 Bassano, F. 70 

sn 89 Bassano, F. 71 

sn 90 Bassano, L. 72 

SN 91 Bassano, L. 73 

sn 92 after Bassano 178 

sn 93 after Bassano 179 

sn 94 after Bassano 180 

sn 95 Palma Giovane 100 

sn 96 Vincentino 125 

sn 97 Vincentino 125 

sn 98 Vincentino 125 
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sn 99 Vincenrino 115 


sn 148 Vaccaro 173 


SN215 


SN 100 Vincentino 12,5 


sn 149 Novclli 164 


SN335 


sn 10 1 Maganza 51 


sn 150 after Rosa 210 


SN 362 


sn 102. Franceschi 89 


sn 151 Lauri, F. 138 


SN 363 


sn 103 Venetian School 117 


sn 152 Rosa 16;; 


SN 520 


SN 104 Venetian School 118 


sn 153 Rosa 166 


SN 52Z 


sn 105 after Rom an i no 109 


sn 154 Rosa 167 


SN 531 


sn 106 Moroni 56 


sn 155 Gargiulo 155 


SN537 


sn 107 after Moroni 199 


sn 156 Giordano 156 


SN 595 


sn 108 d'Arpino 133 


sn 157 Giordano 157 


SN 627 


sn hi Carracci, Ag. 129 


sn 158 Soiimena 169 


SN 628 


sn 112 Fiasella 44 


sn 159 Giordano 158 


SN 629 


sn 113 Fiasella 45 


SN 160 Giordano' 159 


SN 630 


sn 1 14 after Carracci 1 8 1 


SN 161 after Giordano 185 


SN 631 


SN 115 Albani 127 


sn 162 after Giordano 186 


SN 632 


sn 1 17 after Rcni 2,05 


sn 163 Luti 139 


SN 633 


sn 1 18 after Rent 206 


sn 164 Luti 140 


SN 634 


sn 119 Sirani, G. B. 132 


sn 165 after de Mura 200 


SN 636 


SN 120 after Reni 207 


SN 166 Soiimena Follower 


SN 637 


sn 121 after Albani 174 


170 


SN 638 


sn 122 Gncrcino 131 


sn 167 Rocca 147 


SN 639 


sn 123 after Guercino 191 


SN 168 Conca 1 51 


SN 640 


sn 124 after Guercino 192 


sn 170 Travcrsi 172 


SN 641 


SN 125 after Guercino 193 


sn 171 Panini 145 


SN 642 


sn iz6 after Guercino 194 


sn 172 Panini [46 


SN 643 


SN 127 Sassoferrato 149 


sn 173 Bolognese School 128 


SN 644 


sn 128 Sassoferrato 150 


sn 174 Zuccarelli 126 


SN 645 


SN 129 Marinari 24 


sn 175 Lazzarin ; 92 


SN 646 


sn 1 30 Pagani 26 


sn 176 Pellegrini 102 


SN 647 


sn 131 Gennari, B. 130 


sn 178 Damini 86 


SN (148 


SN 132 da Cortona 135 


sn 179 Ricci iofi 


SN 649 


sn 133 da Cortona 136 


sn 180 Ricci 107 


SN 650 


sn 134 Gcntileschi, A. 17 


sn 181 after Magna sco 196 


SN 65 I 


SN 135 Furini Follower 15 


sn 182 Diziani 87 


SN 652 


SN 136 after Dolci 182. 


sn 183 Maggiotto 96 


SN 657 


sn 137 Dolci 10 


sn 184 Tiepolo Imitator no 


SN 658 


sn 138 Mola 142 


SN 185 after Tiepolo 213 


SN 659 


sn 139 Mola 141 


sn 186 CanalettO' 81 


s\ 660 


SN 140 Nuvolone 57 


sn 187 Canaletto 82 


SN 669 


sn 141 Roman School 148 


SN 188 after Guardi 187 


SN 670 


sn 142 Padovanino 98 


sn [89 Guardi, F. 90 


SN 672 


sn 143 Liberi 93 


sn 190 Guardi, F. 91 


SN 673 


SN 144 de Simone, N. 168 


sn 191 after Guardi 188 


SN 674 


sn 145 Neapolitan School 160 


sn 192 after Guardi 189 


SN 6X4 


sn 146 Stanzione 171 


sn 193 after Guardi 190 


SN 685 


sn 147 Genoese/Venetian School 


sn 194 Venetian School 119 


SN 699 


47 


SN 19s Graneri 48 


SN715 



Desiderio 152 
Neapolitan School 161 

Dughet 137 

after Dughet 183 

Mola (attrib.) 144 

after de) Sarto 212 

Neapolitan School z6z 

Neapolitan School 163 

after Raphael 204 

Venetian School 120 

Venetian School 120 

Venetian School 120 

Venetian School 120 

Venetian School 120 

Venetian School 120 

Desiderio 153 

Strozzi 62 

Venetian School 121 

Ferrctti 1 1 

Ferretti 1 1 

Ferretti 1 1 

Ferretti n 

Ferretti n 

Ferretti 1 1 

Ferretti 11 

Ferretti r 1 

Ferretti 1 1 

Ferrctti it 

Ferretti 1 1 

Ferretti 11 

Ferretti 1 1 

Ferretti 1 j 

Ferretti n 

Tiepolo 109 

Venetian School 122 

Bettera 39 

after Magnasco 197 

Basehenis (attrib.) 38 

Carlevaris 83 

Carlcvaris 84 

after Archimboldo 175 

after Archimboldo 176 

Sehedoni 61 

Galizia 46 

del Come (attrib.) 7 

Pittoni 105 

Forte 154 
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SN 72.9 Monsu Bernardo (Keil) note: Listed below are paintings sn ii6 as Caravaggio Circle, now 

134 catalogued by Suida (1949) as Ital- Manias Stomer 

SN 733 Salviari 31 ian but have since had their attribu- sn 169 as Casali, now 

sn 741 Crespi, D„ Imitator 42 cions changed: Dandre-Bardon, M.F. 

sn 744 Magnasco 51 sn 177 as Venetian, now French 

SN 745 Magnasco 53 sn 109 as Gentileschi, now (Perricr?) 

SN 798 del Cairo 40 Flemish Caravaggio 

sn 866 Vanni, G. B. 36 Follower 

sn 897 Amiconi 67 sn iio as Manfredi, now 

sn 905 Mola 143 Nicholas Toumier 
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Paintings reproduced in rhe Suida Catalogue of Paintings {1949) arc designated by 'r. 
References are 10 catalogue entry numbers. 
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Albani (sn 1151-), 117 
Albcrtinelli (sn 26), 1 
Amiconi (sn 897}, 67 
d'Antonio (sn 15), 1 
d'Arpino (sn io8r), 153 
Baschenis (artrib.) (sn 660), 38 
Bassano, F. (sn 86r, SN 871". SN 88, 

sn 891*), 68-71 
Bassano, L. (SN 90, SN 9ir), 72^73 
Basttani (sn 43^,74 
Belliniano (SN 53O, 75 
Bernardo (sn 729), 134 
Bettera (sn 658), 39 
Bicci (sn 6b), 3 
del Biundo Studio (sn 6ar), 4 
Bonifacio (SN 6?r, SN 7or, SN 71O1 

76^8 
del Brcscianino (sn 25, sn 3^r), 5-6 
Busatti (sn 56O, 79 
del Cairo (sn 798), 40 
Caliari (sn 84^, 80 
Campi (SN 52r), 41 
Canaletto (SN i86r, sn i87r), 

81-82 
Carlevaris (sn 669, sn 670), 83-S4 
Cairacci, Agosrino (sn nir), 129 
Catena Follower (sn 73r), 83 



Conca (sn i68r), 151 

del Conte (artrib.) (sn 685), 7 

da Cortona (SN I32T, sn I33f), 

J35-I5* 
di Cosimo (sn 2xr), 8 
Crespi Imitator (sn 7415,42 
Damini (SN I78r), 86 
Desiderio (SN 213, SN 633), 152- 

Dijon Master (sn 4), 9 

Diziani (sn i82r), 87 

Dolce (SN 137), 10 

Dugher (SN 362), 137 

Fasolo (SN 83r), 88 

Ferrari, G. (sn 4ir), 43 

Ferrerti (sn 637, sn 638, sn 6}9, 
sn 640, sn 641, sn 642, sn 643, 
sn 644, sn 645, sn 646, sn 647, 
sn 648, sn 649, sn 650, sn 651), 

U 

Fiasella (SN nzr, sn 11 30, 44-45 
Forte (sn 713), 154 
dei Franceschi (sn 102), 89 
Furini Follower (sn 135^, 15 
Galizia, F. (SN 684), 46 
del Garbo (sn 23O, 16 
GargiulofSN 1550,155 
Gennari, B. (sn i3ir), 130 
Genrileschi, A. (artrib.) (SN 134), 

1- 



Giordano (sn 156, SN is?r, 

SN 159T, sn i6or), 156-159 
di Giovanni, G. (SN i8r), 18 
Granacci (sn 24O, 19 
Graneri (sn 195O, 48 
Gualterorti (sn 36r), 20 
Guardi, F. (sn i89r, sn i9or), 

90-91 
Guercino (sn i22r), 131 
Lanino (sn 420,49 
Lathrop Tondo, Master of the 

(sn i9r),2i 
Laun, Filippo (sn isir), 138 
Lazzarini (sn 175 r), 92 
Liberi (sn 143), 93 
Licinio (artrib.) (sn 671-), 94 
Lotto (sn 64O, 95 
Luini (sn 37r), 50 
Luti (sn 163, sn 1640, 1 39-140 
Maganza (sn 101), 51 
Maggiotto (sn 1830, 96 
Magnasco (sn 744, SN 745), 52-53 
Mainardi (sn 20r, sn 2ir), 22-23 
Marconi (sn 54^, 97 
Marinari (sn 129^, 24 
Mazzola (sn 5ir), 54 
Mazzolino (sn 461), 5; 
Mola (sn i38r, sn i39r, sn 520, 

sn 905), 141-144 
Moroni (sn 106), 56 
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di Nardo (sn 7r),25 
Novcili (sn 149O, 164 
Nuvolonc (sn 140), 57 
d'Oggiono (sn 38r), 58 
Padovanino (SN I42r}, 98 
Pagan i (sn 130), 26 
Pagni (SN 54f), 27 
Palma, A. (sn 85r), 99 
Palrna, Giovane (sn 95r), 100 
Palma, Vecchio (sn 72r}, 101 
Palmezzano (sn 47O, 59 
Panini (SN 17 ir, SN i72r), 145-146 
Pellegrini (sn 1761), 102 
Penacchi (sn 55O, 103 
di Pietro Perez (SN (0/iir},28 
de! Piombo (SN 65 r), 104 
Pirtoni (sn 699), 105 
Pordenone (sn 66r), 6b 

Puligo sn iXr . v:: 

Ricci, M. (sn i7?r, SN i8or), 106- 

107 
Rocca (sn 167), 147 
Rosa (sn 1521-, sn iS3r, sn 154O, 

165-167 
Salviati (sn 733), 31 
da Santa Crocc (sn 57), 108 
Sassofcrrato (sn i27r, sn i28r), 

149-150 
Schedoni (sn 674), 6i 
del Sellaio (sn i7r), 32 
di Simone, G. (sn 8), 35 
di Simone, N. (sn 144), 168 
Sirani, G. A. (sn ii9r), 132 
Solimena (sn i58r), 169 
Solimena Follower (sn 166), 170 
Scamionc ss i_(fSr .1-: 
Strozzi (sn 634), 62 
Tiepolo (sn 652), 109 
Tiepolo Imitator (sn 184^, 1 10 
Tintoretto, D. (SN 79), in 
Tintoretto, J. (sn 75, sn 78), 

112-113 
Tintoretto Circle (sn 741:), 1 14 
Traversi (SN i7or), 172 
Vaccaro (sn 148), 173 
Vanni, G. B. (sn 866), 36 
Veneziano, L. (sn 2), 115 



Veronese (sn 8ir, sn 82r), 123-124 
Vincentino (sn 96, sn 97, sn 98, 

sn ^, sn 100}, 125 
da Viterbo Studio (sn 3or), 37 
Zaganclli, B. (SN 50), 64 
Zaganelli, F. (sn 48r, SN 49O, 65- 

66 
Zuccarelli (SN i74r), 126 



COPIES 

Albani, after (sn i2ir), 174 
Archimboldo, after (sn 672, 

sn 673), 175-176 
Barocci, after (sn 35r), 177 
Bassano, after (SN 92}, 178 
Bassano, after (sn 93), 179 
Bassano, after (sn 94), 180 
Carracci, after (sn 114), 181 
Dolci, after (sn i36r), 182 
Dughet, after (sn 363), 183 
Giampetrino, after (sn 40), 184 
Giordano, after (sn 161), 185 
Giordano, after (sn 162), 186 
Guardi, after (SN 188), 187 
Guardi, after (sn igir), 188 
Guardi, after (sn 192), 189 
Guardi, after (sn 193), 190 
Guercino, after (SN 123), 191 
Guercino, after (sn i24r), 192 
Guercino, after (sn i25r), 193 
Guercino, after (sn i26r), 194 
Licinio, after (SN 68), 195 
Magnasco, after (sn i8ir), 196 
Magnasco, after (sn 659), 197 
Michelangelo, after (sn 29), 198 
Moroni, after (sn 107), 199 
de Mura, after (sn [65O, 200 
d'Oggiono, after (sn 39), 201 
Raphael, after (sn 31), 202 
Raphael, after (SN 32), 203 
Raphael, after (SN 595), 2-04 
Reni, after (sn 117O1 205 
Reni, after (sn 118), 206 



Reni, after (sn 120}, 207 
di Roberti, after (sn 44^, 208 
Romanino, after (sn 105), 209 
Rosa, after (sn 150), 210 
del Sarto, after (sn 27r), 21 1 
del Sarto, after (SN 522), 212 
Tiepolo, after (sn 185), 213 
Tintoretto, after (sn 76), 214 
Tintoretto, after (sn 77}, 215 
Tintoretto, after (sn 80), 216 
Titian, after (sn 58r), 217 
Titian, after (sn 59O, 218 
Titian, after (sn 6or), 219 
Titian, after (SN 61), 220 
Titian, after (sn 62), 221 
Titian or Bordon, after (sn 63), 222 



SCHOOLS 

Bologna, 18th cent, {sn 173), 128 
Florence, 1 5th cent, (sn 16}, 29 
Florence, 15th cent, (sn 12, sn i3r, 

sn 14O, 12-14 
Florence, 17th cent. (SN 135), 15 
Genoa/Venice, 17th cent, (sn 147), 

47 
Naples, 17th cent, (sn 145), 160 
Naples, 17th cent, (sn 335 r}, 161 
Naples, 17th cent, (sn 531), 162 
Naples, 17th cent, (sn 537), r63 
Rome, 17th cent, (sn I4ir), 148 
Siena, 14th cent, (SN 3), 33 
Siena, 14th cent, (sn 5), 34 
Venice, 14th cent, (sn ir), 116 
Venice, 16th cent, (sn 104), 118 
Venice, 16th cent, (sn 103), 117 
Venice, 16th cent, (sn 73), 85 
Venice, 18th cent, (sn 194), 119 
Venice, 18th cent, (sn 627, sn 628, 

sn 629, sn 630, sn 631, sn 632), 

120 
Venice, 18th cent, (sn 636, sn 657), 

121-122 

Verona, 1 5th cent, (sn 45), 63 
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